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1. Jane, Come with Me to India:  
The Narrative Transformation of 

Janeeyreness in the Indian Reception of 
Jane Eyre 

Ulrich Timme Kragh and Abhishek Jain1

Jane Eyre on India: The Indian Motif as a 
Suspense Juncture

‘I want you to give up German and learn Hindostanee.’2 These words 
are spoken by Mr St John Rivers to Jane Eyre as he tries to convince 
her to become closely involved in his linguistic and theological 
preparations for leaving England to go on a Christian mission. The 
quoted passage is one of the several commentaries on India scattered 
throughout the novel, which, taken together, create a composite of 
an Indian motif, the full significance of which has hitherto remained 
unexplored. Its paucity in Brontëan studies detracts not only from 
understanding the complexities of the literary characters in Jane Eyre 
but more importantly from the exploration at hand of the South Asian 
reception of the novel across the configurations of the oeuvre of the 
Indian adaptations and translations. In what follows, an elucidation of 

1 The research leading to these results has received funding from the 
European Research Council under the European Union’s Seventh Framework 
Programme (FP7/2007–2013), ERC Grant Agreement no. 615574, the NAMO 
Project ‘Narrative Modes of Historical Discourse in Asia.’ The authors wish to 
thank Prof. Matthew Reynolds, Prof. Sowon Park, and the other participants 
of the Prismatic Jane Eyre project for the collaboration that led to the writing 
of this essay. Words of gratitude go to the three anonymous reviewers for 
their important critiques. Profuse appreciation is extended to Prof. Charles 
Lock as well as Prof. Peter G. Friedlander for their astute feedback and to 
Prof. Meera Ashar for her insightful remarks and suggestions. 

2 JE, Ch. 34.
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94 Prismatic Jane Eyre

the Indian motif will begin by identifying the Indian elements in the 
novel and be expanded upon by a theoretical appraisal of its narrative 
function that relies on indigenous Indian narratological theory.

As it turns out, Mr Rivers is hoping to marry Jane so that she may 
accompany him on his oriental journey as a missionary helpmeet and 
fellow labourer, a conductress of Indian schools, and a helper amongst 
Indian women.3 Dutiful as she is, Jane consents to studying Hindustani, 
an archaic linguistic term referring to modern Hindi, Urdu, and to 
some extent Indo-Persian spoken throughout much of northern India.4 
Already fluent in French, the British-born Jane abandons learning 
German and pursues the study of Hindustani for two months. One 
passage describes how she sits ‘poring over the crabbed characters 
and flourishing tropes of an Indian scribe’.5

Soon thereafter, Mr Rivers purchases a one-way ticket on an 
East Indiaman ship, bidding farewell to his native England with a 
foreboding sense of never returning:

‘And I shall see it again,’ he said aloud, ‘in dreams when I sleep by the 
Ganges: and again in a more remote hour — when another slumber 
overcomes me — on the shore of a darker stream!’6

Before leaving for Calcutta,7 he finally proposes to Jane, saying ‘Jane, 
come with me to India’,8 and although she initially embraces the idea 
of joining him on this Christian quest, in the end she cannot give her 
heart to Mr Rivers. The marriage never comes to be and Jane does 

3 JE, Ch. 34.
4 On the term Hindustani as a British colonial linguistic label conceived of by 

the British Raj as a communal language, see Debarati Goswami, ‘Charlotte 
Bronte’s “Imagined” Indianness: Homogenized Othering as a Mimetic 
Response in Jane Eyre’, Rupkatha Journal on Interdisciplinary Studies in 
Humanities, 7 (2015), 114–22 (p. 118). In general, the names for Indian 
languages have throughout the present essay been given in their standard 
English forms; thus, Apabhraṃśa, Asamīẏā, Bāṅlā, Gujarātī, Hindī, Hindustānī, 
Kannaḍa, Malayāḷam, Marāṭhī, Nepālī, Oṛiā, Pañjābī, Prākṛta, Saṃskṛta, 
Tamiḻ, and Telugu have been rendered as Apabhramsha, Assamese, Bangla, 
Gujarati, Hindi, Hindustani, Kannada, Malayalam, Marathi, Nepali, Odia, 
Punjabi, Prakrit, Sanskrit, Tamil, and Telugu respectively. 

5 JE, Ch. 34. 
6 JE, Ch. 34. 
7 The toponym Calcutta can be inferred from a later conversation, when Mr 

Rivers’s sister Diana says to Jane (JE, Ch. 34): ‘You are much too pretty, as well 
as too good, to be grilled alive in Calcutta.’ Nowadays the city Calcutta has 
been renamed Kolkata. 

8 JE, Ch. 34.
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not set out to ‘toil under eastern suns, in Asian deserts’.9 Instead, she 
leaves his home in the English countryside and, in a dramatic turn of 
events, goes back to her true love, the male protagonist Mr Edward 
Rochester, whom she finally marries in the book’s closing chapter.

Indubitably, the Indian motif is by no means central to the novel in 
its first twenty-six chapters, which narrate Jane’s childhood and her 
life as a young adult serving as a governess at Mr Rochester’s estate, 
Thornfield Hall. Yet, as the plot unfolds throughout the remaining 
twelve chapters, India gradually emerges as a place of particular 
imagination and it is possible to discern its significance at a crucial 
turn of events, marking a watershed in the narrative. Having, in 
Chapter 27, discovered the secret life of Mr Rochester and broken 
off their marriage engagement, Jane wanders away into a new 
circumstance in her haphazard encounter with the three siblings of 
the Rivers family throughout Chapters 28 to 33. It is in this new setting 
of separation from Mr Rochester that India — in Chapter 34 — enters 
the story with full force.

In the last part of the book, India initially appears in Chapter 32, 
where the eastern land is brought into focus by Jane in a conversation 
that she is having with Mr Rivers, as he prepares to set out for the 
far reaches of the British Empire. Jane has drawn a portrait of Miss 
Oliver and she offers to make a similar one for Mr Rivers to take on 
his voyage:

Would it comfort, or would it wound you to have a similar painting? 
Tell me that. When you are at Madagascar, or at the Cape, or in India, 
would it be a consolation to have that memento in your possession?10

Here, Jane for the first time mentions India as the ultimate destination 
of Mr Rivers’s voyage, alongside the Cape of South Africa and the 
island of Madagascar in the Indian Ocean as intermediary ports of 
call along the traditional shipping route to the Indian subcontinent 
prior to the opening of the Suez Canal in 1869, twenty-two years 
after the publication of Brontë’s book. Thus, unwitting of its looming 
momentousness, Jane for the first time broaches the topic of India.

The Indian theme then returns emphatically in Chapter 34, this 
time raised by Mr Rivers appertaining to Jane. As he, for priestly 
reasons, beseeches Jane to accompany him on the missionary journey 
as his wife, India becomes concretised as the fundamental object of 

9 JE, Ch. 34.
10 JE, Ch. 32.
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a life-altering decision for Jane. The subcontinent crystallises as a 
potential destination of escape from the amorous tragedy that she 
earlier underwent with Mr Rochester. Consequently, Asia becomes a 
realm in which she might live out a utopian form of religious self-
sacrifice unto death. Torn, she reflects on Mr St John Rivers’s proposal:

Of course (as St. John once said) I must seek another interest in life to 
replace the one lost: is not the occupation he now offers me truly the 
most glorious man can adopt or God assign? Is it not, by its noble cares 
and sublime results, the one best calculated to fill the void left by uptorn 
affections and demolished hopes? I believe I must say, Yes — and yet I 
shudder. Alas! If I join St. John, I abandon half myself: if I go to India, 
I go to premature death. And how will the interval between leaving 
England for India, and India for the grave, be filled? Oh, I know well! 
That, too, is very clear to my vision. By straining to satisfy St. John till 
my sinews ache, I shall satisfy him — to the finest central point and 
farthest outward circle of his expectations. If I do go with him — if I do 
make the sacrifice he urges, I will make it absolutely: I will throw all 
on the altar — heart, vitals, the entire victim. He will never love me; 
but he shall approve me; I will show him energies he has not yet seen, 
resources he has never suspected. Yes, I can work as hard as he can, and 
with as little grudging.11

India is no longer merely an outer place in the story. By becoming a 
trope forming a religious-idealist alternative to Jane’s former English 
life of servitude, it is an occasion for the female protagonist gradually 
to fulfil an inner realisation of a newfound power and independence, 
which in the end permits the plot’s complication to unravel.

Ultimately, in Chapter 35, Jane rejects Mr Rivers’s marriage 
proposal and abandons the prospect of going to India. At this moment 
of inner strength gushing forth, she intuitively feels that her true love, 
Mr Rochester, is calling her from afar, and in Chapter 37 she then 
travels back to Thornfield Hall, while Mr Rivers sets out for India 
alone. Thereupon, the Indian motif recedes into the background, only 
to return at the very end of the novel. In the book’s closing paragraphs, 
Jane adopts a changed narrative perspective of reminiscing from the 
future to recount what later became of Mr Rivers in India, which 
underscores the Indian theme as a figuration of surrender and 
personal realisation: 

As to St. John Rivers, he left England: he went to India. He entered on 
the path he had marked for himself; he pursues it still. A more resolute, 

11 JE, Ch. 34.
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indefatigable pioneer never wrought amidst rocks and dangers. Firm, 
faithful, and devoted, full of energy, and zeal, and truth, he labours for 
his race; he clears their painful way to improvement; he hews down 
like a giant the prejudices of creed and caste that encumber it. He may 
be stern; he may be exacting; he may be ambitious yet; but his is the 
sternness of the warrior Greatheart, who guards his pilgrim convoy 
from the onslaught of Apollyon.[12] His is the exaction of the apostle, 
who speaks but for Christ, when he says — ‘Whosoever will come after 
me, let him deny himself, and take up his cross and follow me.’ His is the 
ambition of the high master-spirit, which aims to fill a place in the first 
rank of those who are redeemed from the earth — who stand without 
fault before the throne of God, who share the last mighty victories of 
the Lamb,[13] who are called, and chosen, and faithful.

St. John is unmarried: he never will marry now. Himself has hitherto 
sufficed to the toil, and the toil draws near its close: his glorious sun 
hastens to its setting. The last letter I received from him drew from my 
eyes human tears, and yet filled my heart with divine joy: he anticipated 
his sure reward, his incorruptible crown. I know that a stranger’s hand 
will write to me next, to say that the good and faithful servant has been 
called at length into the joy of his Lord. And why weep for this? No fear 
of death will darken St. John’s last hour: his mind will be unclouded, his 
heart will be undaunted, his hope will be sure, his faith steadfast. His 
own words are a pledge of this — 

‘My Master,’ he says, ‘has forewarned me. Daily He announces 
more distinctly, — ‘Surely I come quickly!’ and hourly I more eagerly 
respond, — ‘Amen; even so come, Lord Jesus!’14

It is remarkable that such should be the very last words of the novel. 
Ending the whole book with a Christian pronouncement of devoted 
service to God by the lone English missionary in India who ‘labours 
for his race, … clears their painful way to improvement [and] … hews 
down like a giant the prejudices of creed and caste that encumber it’ is 
a token of the unexpected prominence of India in the book’s narrative. 

Literary merits aside, Brontë’s construction of India is by no means 
straightforward and warrants cautious scrutiny. On the one hand, from 
a contemporary postcolonial perspective, Brontë’s India could well be 
seen as an entirely orientalist topos of the heathen presented as being 
in dire need of moral improvement and social progress.15 Targeted for 

12 The names Greatheart and Apollyon are literary references to John Bunyan’s 
Christian allegorical novel The Pilgrim’s Progress from This World, to That 
Which Is to Come (1678). 

13 The Lamb, i.e., ‘the Lamb of God’, is a Christian metaphor for Jesus Christ. 
14 JE, Ch. 38.
15 For a general introduction to colonial and postcolonial studies, see Ania 

Loomba, Colonialism/Postcolonialism (New York: Routledge, 2015, 3rd edn). 
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Christian proselytisation, this Indian Other is to be stripped of what is 
perceived as its baseless religious beliefs and backward social system.16 

On the other hand, from a literary historicist perspective, Brontë’s 
colonial India could be seen as indispensable to the intercultural 
poetics at play in the novel’s literary portrayal of England in the mid-
nineteenth century. The author is evidently familiar with several 
Indian goods and sporadically employs allusions to Indian mercantile 
imports, such as rubber, fabric, and ink, embedded in the daily language 
used by the novel’s characters.17 Brontë’s literary allusions to India 
represent an England saturated by the economic and cultural infusions 
flowing from its colonial empire. They concord with the historical 
epoch, when the British colonial trade with India was booming and 
the Indian languages, religions, and literature had begun to impose a 
cultural allure on the British mindset, pictured in the story by Jane’s 
foray into her brief study of Hindustani. In fact, the very first English 
translations from the Indian classical Sanskrit literature had already 
been published by Sir Charles Wilkins in the 1780s, half a century 
before Brontë wrote Jane Eyre,18 and the first British chair of Sanskrit 
Studies had been established at Oxford University in 1833 — a decade 
and a half prior to Brontë’s book — by an endowment from Lt. Colonel 
Joseph Boden, who had served in colonial India. By the 1840s, when 
Brontë wrote her novel, contemporaneous English literature was 
thick with portrayals of India and Indian elements, as encountered in 
the Indian-born English author Thackeray’s novel Vanity Fair (1848). 

16 For a most recent and thorough overview of the broader postcolonial 
criticism of Jane Eyre, see Rachel Willis, ‘“A Man is Nothing without the Spice 
of the Devil in him”: Jane Eyre and Edward Rochester Navigate an Imperially-
Inscribed Masculinity’, Otherness: Essays and Studies, 6 (2018), 244–59. 

17 JE, Chs. 14, 17, and 33. The novel’s mention of Indian ink (Ch. 33) has been 
a point of theoretical observation in the postcolonial critiques of Jane Eyre; 
see Susan L. Meyer, ‘Colonialism and the Figurative Strategy of Jane Eyre’, 
Victorian Studies, 33 (1990), 247–68 (p. 267); Susan Meyer, ‘“Indian Ink”: 
Colonialism and the Figurative Strategy of Jane Eyre’, in her book Imperialism 
at Home: Race and Victorian Women’s Fiction (Ithaca: Cornell University 
Press, 1996), pp. 60–95; and Partha Sarathi Mandal, Preyona Bhowmik, and 
Debojyoti Roy, ‘Jane Eyre and its Heteroglossia, Colonialism, Class Struggle, 
Racial Otherness and the Significance of the British Empire’, International 
Journal of English, Literature and Social Sciences, 5 (2020), 190–203 (p. 202). 

18 Sir Charles Wilkins, Bhagvat-geeta, or Dialogues of Kreeshna and Arjoon 
(London: Nourse, 1785), and The Heetopades of Veeshnoo-Sarma, in a Series 
of Connected Fables, Interspersed with Moral, Prudential and Political Maxims 
(London: Nourse, 1787). 
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It is unknown whether Charlotte Brontë possessed a deeper 
familiarity with India and its culture. India in her novel is primarily 
an important place for Christian mission, as reflected in the apparent 
reason for Jane’s study of Hindustani.19 This Christian depiction of 
India aligns with some of the early efforts at culturally translating India 
to the British audience, which were presented as being driven by a 
religious calling, seen, for instance, in Lt. Colonel Boden’s endowment 
to Oxford University for the Sanskrit chair being explicitly intended to 
serve ‘the conversion of the Natives of India to the Christian Religion, 
by disseminating a knowledge of the Sacred Scriptures amongst them 
more effectually than all other means whatsoever’.20 

While Brontë’s portrayal of India certainly is culturally one-sided 
and religiously hegemonic, there nevertheless is a more profound facet 
to the Indian motif pertaining to its key function within the novel’s 
plot. The nineteen-year-old Jane’s fateful encounter with Mr Rivers, 
her two-month endeavour to study Hindustani under his tutelage, and 
finally her expressed yet ultimately unrealised wish to accompany him 
to India as a fellow missionary cannot be reduced to mere expressions 
of a fervent Christian calling intrinsic to Jane’s character. Rather, these 
elements in the storyline, along with the reappearance of Mr Rivers 
and his Indian mission at the very end of the book, suggest that the 
novel’s Indian motif holds a deeper significance aimed at expressing 
how Jane gradually opens up her young mind to the broader world 
and the possibilities it holds for her. It offers a way of fulfilling her 

19 For an in-depth study of the roles that Victorian women had in Christian 
mission in India, see Valentine Cunningham, ‘“God and Nature Intended 
You for a Missionary’s Wife”: Mary Hill, Jane Eyre and Other Missionary 
Women in the 1840s’, in Women and Missions: Past and Present, ed. by Fiona 
Bowie, Deborah Kirkwood, and Shirley Ardener (New York: Routledge, 
1993), pp. 85–105. For a history of Protestant mission and related colonial 
governmental policies, see Arthur Mayhew, Christianity and the Government 
of India: An Examination of the Christian Forces at Work in the Administration 
of India and of the Mutual Relations of the British Government and Christian 
Missions 1600–1920 (London: Faber & Gwyer Limited, 1929).

20 Endowment document for the Oxford University chair in Sanskrit Studies, 
cited by Richard Gombrich, On Being Sanskritic: A Plea for Civilized Study 
and the Study of Civilization (Oxford: Clarendon Press, 1977), p. 5, and by 
Gillian Evison, ‘The Orientalist, his Institute and the Empire: The Rise and 
Subsequent Decline of Oxford University’s Indian Institute’ (bodleian.ox.ac.
uk, 2004). Lt. Colonel Boden’s proselytising intent was later removed from 
Oxford University’s statutes in 1881, changing the purpose of the Sanskrit 
chair to simply ‘deliver lectures and give instruction on the Sanskrit Language 
and Literature’; see Gombrich, On Being Sanskritic, p. 21. 

http://bodleian.ox.ac.uk
http://bodleian.ox.ac.uk
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inner restlessness and deeply felt need for seeing the world that she 
had already entertained while residing as a governess at Thornfield 
Hall: 

… I longed for a power of vision which might overpass that limit; which 
might reach the busy world, towns, regions full of life I had heard of 
but never seen.21 

Consequently, the narrative function of the Indian motif serves as 
a transformative condition of Jane’s character that subsequently 
triggers in her the telepathic voice of Mr Rochester, which ultimately 
induces her to return and marry him. 

Such plot transitions are commonly interpreted in English literary 
criticism through the traditional narrative theory of Aristotelian 
thought. This foundational model espouses plot transitions as driven 
exclusively by agentive characters and consequently places the action 
of the plot at its centre. For this reason, it is necessary to consider a 
theoretical model that would shift the focus from the action to the 
dramatic purposes of non-agentive motifs. This methodological 
shift would allow for comprehending Brontë’s narrative strategy 
of letting an outer condition — the possibility of participating in an 
Indian mission, a non-agentive element — alter Jane’s character. By 
employing a classical Indian model of narratology derived from the 
dramaturgy of Bharata Muni, a theory of the dramatic purposes of 
non-agentive motifs may be developed, and applied to Jane Eyre and 
its non-action-based Indian elements. 

In the standard Aristotelian model of narrative, a mythos (μῦθος 
plot) is an imitation of a praxis (πρᾶξις action) that may be said to consist 
of five parts: (1) the exposition, (2) the rising action, (3) the climax, (4) 
the falling action, and (5) the dénouement (unravelling) accompanied 
by revelation.22 In the final chapters of Jane Eyre, the climax of the 
plot can be identified as Mr Rochester’s attempt to marry Jane, which 

21 JE, Ch. 12.
22 See Gustav Freytag, Die Technik des Dramas (Leipzig: S. Hirzel, 1863). In terms 

of this fivefold Aristotelian division of the plot, it is, moreover, notable that Jane 
Eyre likewise can be divided into five stages as an allegory for the pilgrim’s 
five stations presented in Bunyan’s The Pilgrim’s Progress; see Kalyani Ghosh, 
‘Charlotte Brontë: A Re-Assessment’ (doctoral thesis, University of Burdwan, 
1991), pp. 181–90. For an Indian adaptation of The Pilgrim’s Progress, see 
Mary Martha Sherwood, The Indian Pilgrim; or, The Progress of the Pilgrim 
Nazareenee (Formerly Called Goonah Purist, or the Slave of Sin) from the City 
of the Wrath of God to the City of Mount Zion. Delivered under the Similitude of 
a Dream (Wellington, Salop: F. Houlston and Son, 1818). 
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fails when it is brought to light that he still is bound by an earlier 
marriage to the mentally ill Bertha Mason from the West Indies. The 
falling action follows with Jane’s hurried departure from Thornfield 
Hall and her being taken in by the Rivers family, far away from Mr 
Rochester. The dénouement is then put in motion with the telepathic 
voice calling Jane back to Mr Rochester, whereby the plot’s agon (αγων 
complication) conclusively unravels when she returns and discovers 
that Thornfield Hall has burned down and Bertha has perished, while 
the now blind and widowed Mr Rochester has survived, which sets 
Jane free to marry him. 

While these narratological constituents of Aristotelian plot analysis 
account for the characters’ actions, they do not allow a narrative 
function to be ascribed to the Indian motif, which is not driven by the 
dramatic action. In Aristotle’s model, the motif can be understood only 
as a minor intensifying context within the falling action, for which 
there is no Greek term. This limitation originates from the Aristotelian 
emphasis on the plot being exclusively the dramatic action, which 
can only be performed by the characters in the drama. Given that the 
utopian trope of India is not a character, the Aristotelian model cannot 
ascribe any action to the trope. Consequently, the Indian trope falls 
outside the explanatory scope of standard narratology. In spite of its 
evident transformative influence on the main storyline, the Indian 
motif becomes diminished in a traditional narratological analysis 
when it is demoted to an entirely passive yet suspenseful outer 
circumstance in the drama. 

The ardent reader of Jane Eyre, therefore, might wish to revisit 
the Indian motif when called by a different classicist voice, that of 
the dramatologist Bharata Muni resonating from ancient India. For 
when the storyline of Jane Eyre is viewed through the alternative 
narratological lens of the Bharatic tradition of the Nāṭyaśāstra 
(A Treatise on Drama) of Indian dramaturgy, whose theoretical focus 
lies primarily on the plot’s sandhi (संधि junctures) rather than on its 
imitation of a praxis (action), it all of a sudden becomes possible to 
uncover the deeper significance of the Indian ingredients within the 
plot.23 

23 For the Bharatic plot theory, see Bharata Muni’s classical treatise Nāṭyaśāstra, 
Ch. 19. Sanskrit edition by M. Ramakrishna Kavi, Nāṭyaśāstra of Bharatamuni 
with the Commentary Abhinavabhāratī by Abhinavaguptācārya, 4 vols, 2nd 
revised edn, ed. by V. M. Kulkarni and Tapasvi Nandi (Vadodara: Oriental 
Institute, 2003), III, pp. 1–52. English translation by Manomohan Ghosh, The 
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In the Bharatic narratology, the itivṛtta (इधिवृत्ि plot) is divided 
into five broad action-oriented avasthā (अवस््थथा stages) that are tied 
together by five sandhi (junctures). The part of the story between 
Jane’s departure from Mr Rochester until her return to him can, in the 
Bharatic schema, be identified as the penultimate juncture known as 
vimarśa (ववमर््श suspense), which is a crisis characterised by deceit, anger, 
or an obstacle that causes hesitation and doubt in the protagonist.24 It 
is within this transitional phase of the plot, the vimarśasandhi (ववमर््शसंधि 
suspense juncture), that Brontë introduces the Indian motif. 

The suspense juncture generally serves to tie together the plot’s 
middle stage with its final resolution. In the case of Jane Eyre, the 
suspense juncture contains a longer subplot of its own, namely the 
story of Jane’s stay with the Rivers siblings and in particular her 
platonic relationship with Mr Rivers. In the Bharatic narratology, such 
a subplot is called a patākā (पिथाकथा pennant), since it is a story within the 
story, which tapers out just like the triangular shape of a pennant flag. 
The pennant type of subplot is defined as an episode that is integral to 
the main plot, given that it helps to drive the main plot forward. It is 
marked by having its own distinct artha (अ्थ्श objective), which differs 
from the overall objective of the main plot.25 

While the pennant subplot encompasses Jane’s encounter and 
relationship with Mr Rivers, its artha (objective) is the Indian motif, 
i.e., Mr Rivers’s proposition for Jane to go with him to India. This artha 
of the subplot represents an alternative to the artha of the main plot, 
which is Jane’s marriage to Mr Rochester. In relation to the larger 
plot structure, the subplot’s Indian motif correspondingly signifies an 
opening up within Jane towards the possibility of a new objective, a 
different life elsewhere. Although Jane decides not to go to India, it is 
the maturation of her character brought about by the alternative of the 
Indian motif that closes the suspense juncture in the plot and propels 
Jane into the final plot stage, namely the so-called phalayogāvasthā 

Naṭyaśāstra: A Treatise on Hindu Dramaturgy and Histrionics ascribed to 
Bharata-Muni, 2 vols (Kolkata: The Royal Asiatic Society of Bengal, 1950–61), I 
(1950), pp. 380–400. The expression Bharatic is here intended as an adjectival 
form of Bharata Muni, the ascribed author of the Nāṭyaśāstra, parallel to the 
English expression Aristotelian used for characterising the classical European 
plot theory. 

24 Nāṭyaśāstra, verse 19:42. 
25 Nāṭyaśāstra, verse 19:24.
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(फलयोगथावस््थथा stage of reaching the result), which is represented by her 
return and marriage to Mr Rochester. 

In the Bharatic narrative model, the phalayogāvasthā ends with 
another sandhi (juncture) of its own, the fifth juncture called nirvahaṇa 
(विव्शहण closure). The nirvahaṇasandhi (विव्शहणसंधि closure juncture) is, in 
the classical Bharatic schema, said to have fourteen possible forms.26 
In the case of Jane Eyre, two of these forms of closure can be identified, 
namely bhāṣaṇa (भथाषण a closing speech) and grathana (ग्र्थि a tying 
together of the action). The bhāṣaṇa is the above-cited narration found 
in the novel’s three final paragraphs that recount what later became 
of Mr Rivers. The grathana is the re-emergence of the topos of India in 
the antepenultimate paragraph of the novel, echoing the Indian motif 
of the suspense juncture. The fact that Brontë returns to the Indian 
motif at this concluding point creates a narrative bridge between the 
living vision of Jane’s India and the dying reality of Mr Rivers’s India, 
solidifying the author’s overarching resolution to make India a focal 
point of the plot. Correspondingly, the link between the objective of the 
vimarśasandhi (suspense juncture) and the two narrative expressions 
of the nirvahaṇasandhi (closure juncture) reveals the centrality of the 
Indian motif for the entire novel. 

India on Jane Eyre: The Narrative 
Transformations of the Indian Motif

In the Aristotelian theory of poetics, a turning point defines the 
moment in a play when the dramatic action begins to unravel, in Greek 
referred to as peripeteia (περιπέτεια reversal). ‘Jane, come with me to 
India’ engenders such a peripeteia by initiating the gradual return of 
Jane to Mr Rochester while simultaneously precluding Jane from ever 
arriving on Indian soil.27

In a paradoxical turn of events, Jane nevertheless has been 
transposed to India, and not by Charlotte Brontë, but by the Indians 
themselves. Jane first touched Indian soil in 1914 dressed in native 
sāṛī (सथाडी saree) and speaking Bengali as she stepped onto the literary 
scene in the Indian novel Sarlā. In the ensuing popular reception 
of Jane Eyre in India, Jane has ever since lived multifarious lives 

26 Nāṭyaśāstra, verses 19:65–67.
27 Cf. the Jane Eyre sequel novel A Marble Column by Cicely Havely (published 

independently, 2019), wherein Jane, Mr Rochester, and Adele travel to India 
to meet Mr Rivers. 
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through numerous adaptations and translations of Brontë’s novel 
into disparate regional Indian languages. Nonetheless, in the Indian 
academic reception since the 1980s, Jane Eyre has forever remained 
a novel to be read in English, never contemplated with regard to its 
Indian motif, and invariably confined to the discursive English realm 
of modern social and literary theory. 

As will be argued below, highlighting these different linguistic 
pathways through a chronological survey of the literary and 
cinematographic adaptations of the novel, juxtaposed with Jane Eyre’s 
academic reception and circulation in India, uncovers a state of irony 
in the significance of the Indian motif articulated with a Bharatic 
narratological awareness. For when the English novel is translocated 
specifically to India, the Indian motif loses its force and is replaced by 
other literary devices, signalling a narrative transformation.

In 1914, the Christian schoolteacher Nirmmalā Bālā Soma (নি�র্ম্মাালা� 
বা�লা� সোস�ম ) published the Bengali novel Sarlā (সরলা� Sarlā) in 188 pages.28 
It was self-published by the author and printed by N. Mukherjee at 
Gupta, Mukherjee & Co.’s Press in Calcutta. Soma had been educated 
at the renowned Bethune women’s college in Kolkata and went on to 
obtain a master’s degree in English from the University of Calcutta. 
The novel, written in Bangla language, i.e., Bengali, is a literary 
adaptation of Jane Eyre which recasts the story into the Bengal region 
of colonial India. The book consists of thirty chapters, most of which 
are just four to five pages in length. With a storyline and prose texture 
closely resembling Brontë’s Jane Eyre, it tells the story of the Indian 
female protagonist Ms. Sarlā, a faithful rendering of Jane, from her 
upbringing as an orphan into her life as a young adult. Sarlā works as 
a governess for Mr Śacīndrakumār Bandyopādhyāy with whom she 
gradually becomes romantically involved. Having discovered that he 
is bound by an existing marriage to the insane wife Unnādinī, Sarlā 
runs away and is accepted into the Christian family of Mr Śarat Bābu 
and his two sisters. After Sarlā, with Mr Śarat’s help, has obtained a 
large inheritance from a deceased uncle, Mr Śarat proposes to her, 
asking her to join him on travels to do Christian work. She rejects the 
proposal and instead returns to marry Mr Bandyopādhyāy, who, after 
a fateful fire, is now widowed and blind. Ten years later, Mr Śarat 

28 A short introduction by Olivia Majumdar along with a digitised facsimile 
edition of the original Bengali book is available at the British Library Online, 
Early Indian Printed Books section. 
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passes away, having lived an austere, solitary existence devoted to 
God. Sarlā briefly praises him as a most heroic and devout Christian, 
whose desires she never fulfilled. 

In a short epilogue on the last page of the book, Soma remarks that 
she does not claim originality for her novel and does not consider it a 
translation. Without mentioning Jane Eyre explicitly, the author notes 
that the story of Sarlā is based on an unnamed English work, deviating 
from the original in many places. For instance, the novel does not 
contain the colonial dimension of Englishmen traveling to their Indian 
colony, but it retains the religious aspect of Christian mission in India. 
Being quite close to Brontë’s novel yet altered in certain ways, Soma’s 
literary work can best be described as an anurūpaṇ (अिुरूपण adaptation) 
of Jane Eyre. An adaptation, whether literary or cinematographic, 
is characterised by the reproduction of a prototypical story in a 
recognizable fashion while adding certain new elements of its own. 
Soma’s novel never became widespread in India. The writer was not 
well-known and the book was published independently in just a small 
number of copies without ever being reprinted. Sarlā remains the first 
Indian adaptation of Jane Eyre and also the version that stands the 
closest to Brontë’s original. 

Three decades after Soma’s literary adaptation, the 1950s mark 
the period when Jane Eyre was introduced to a broader Indian 
audience. Just a few years after India had gained independence from 
British colonial rule in 1947, which took place precisely a century 
after Brontë’s publication of Jane Eyre in 1847, the first Indian 
cinematographic adaptation appeared in 1952, followed the next year 
by the first abridged translation into an Indian language, namely the 
Tamil translation of 1953. The first cinematographic adaptation was 
the Hindi-Urdu Bollywood film Saṅgdil (संगदिल گدل  Stone-Hearted),29 �س�ن
bearing the English subtitle An Emotion Play of Classic Dimensions. 
Produced and directed by Ār. Sī. Talvār (b. 1910), it was shot at the 
Eastern Studios and Prakash Studios in Mumbai.30 The film stars 
the actress Mumtāz Jahāṃ Begham Dehlavī (1933–1969, stage name 

29 Some Hindi speakers though understand the title Saṅgdil to mean true-
hearted, which reflects another, more common meaning of the adjective saṅg 
as ‘true’ in Hindi.

30 Ār. Sī. Talvār, Saṅgdil, released by Talvār Films in 1952, screenplay by 
Rāmānand Sāgar, photography by Prakāś Malhotrā, music by Sajjād Hussain, 
and lyrics by Rājindar Kr̥ṣṇa. 
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Madhubālā) in the female lead role of Kamlā and Muhammad Yūsuf 
Khān (b. 1922, stage name Dilīp Kumār) in the male lead role of Śaṅkar. 

Although Saṅgdil displays many elements detectable from the 
original novel, in his screenplay Rāmānand Sāgar (1917–2005)31 takes 
many liberties in constructing the female and male protagonists. The 
major difference is that while Jane and Mr Rochester first become 
acquainted as adults in Brontë’s narrative, the film portrays Kamlā 
and Śaṅkar as living in the same household since early childhood. 
Śaṅkar’s father adopts Kamlā after the death of her father, a close 
friend of his, and secretly usurps Kamlā’s inheritance, leaving her to 
the cruelty of his wife, who treats her like a servant. After the death of 
Śaṅkar’s father, the stepmother sends Kamlā to an orphanage. On the 
way to the orphanage, Kamlā manages to escape and is adopted by a 
group of Hindu pujārīn (पुजथारीि priestesses) living in a local Śiva temple, 
where she grows up. Later in the film, the childhood friends Kamlā and 
Śaṅkar are gradually reunited as adults, when Kamlā visits Śaṅkar’s 
new estate in order to carry out religious worship as a devadāsī (िेविथासी) 
performer of Hindu sacred dance.32 

A series of events then unfolds, which is highly reminiscent of the 
second half of Brontë’s novel with certain alterations. When Kamlā 
leaves Śaṅkar on their wedding day as she discovers that he already is 
married to the insane woman Śīlā, she returns to the temple where she 
grew up in order to pursue a wholly celibate life as a Hindu priestess. 
There is, accordingly, no character in the film matching Mr Rivers 
and consequently Kamlā is never exposed to the element of having to 
learn a foreign language nor of having to go abroad as a missionary. 
Instead, while Kamlā places her personal belongings one by one into 
a sacrificial fire during a purification ritual aimed at fully devoting 
herself to the new religious life of a renunciate, Śaṅkar’s estate is set 
ablaze by Śīlā and burns to the ground, with Śīlā being consumed by 
the fire. When, during the ritual, Kamlā is asked by the high priestess 

31 Rāmānand Sāgar went on to become an acclaimed Indian director famous for 
creating a TV serial adaptation of the classical Indian epic Rāmāyaṇa (1987) 
in 78 episodes, which has been rated as the most-watched television series in 
the world, setting another world record when it re-aired in 2020. 

32 On the tradition of female devadāsī performers, see Anne-Marie Gaston, 
‘Dance and the Hindu Woman: Bharatanāṭyam Re-Ritualized’, as well as, 
Saskia C. Kersenboom, ‘The Traditional Repertoire of the Tiruttaṇi Temple 
Dancers’, both in Roles and Rituals for Hindu Women, ed. by Julia Leslie 
(Rutherford: Fairleigh Dickinson University Press, 1991), pp. 149–71 and 
pp. 131–47 respectively.
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whether she still has an attachment to anyone in the world, she 
internally hears Śaṅkar’s voice calling her name and realises her 
strong bond to him. Kamlā interrupts the ritual and returns to her 
beloved Śaṅkar, who has by then become blind and widowed. 

Saṅgdil, which was an Indian box office hit, can certainly be 
considered an adaptation of Jane Eyre, in that it thoroughly rewrites 
the prototypical story of the English novel while retaining some 
familiar elements. The film is, though, not much further removed from 
the original than, for instance, the 1934 Hollywood movie adaptation 
of Jane Eyre directed by Christy Cabanne, starring Virginia Bruce and 
Colin Clive, which likewise makes many omissions and changes of its 
own to the story.33 Saṅgdil may thus be said to belong to a film genre 
similar to that of its literary ancestor, with the proviso that the change 
of medium from text to screen naturally involves transformations that 
transcend the strictly narrative aspect of the literary genre.34 This is 
particularly evident in the film’s inclusion of several song and dance 
segments, as is characteristic of most Bollywood films, such as the 
celebrated song Dhartī se dūr gore bādloṃ ke pār (िरिी से दूर गोरे बथािलथां के पथार 
Far from the Earth, Across the White Clouds). 

Some of the creative modifications of narrative found in Saṅgdil 
were perhaps culturally necessitated when placing the story in an 
Indian setting inhabited by Indian characters. One such requisite is 
Kamlā’s upbringing as a temple priestess, because this is a profession 
that allows her as an adult to enter Śaṅkar’s estate. It would have 
been improbable for Kamlā to come to the estate as a governess, since 
Indian unmarried women normally did not hold such positions in the 
nineteenth century. 

Other changes in the storyline may have been motivated by literary 
concerns aimed at opening up the story to the Indian  audience, which 
may have served to draw the film into intertextual connections with 

33 Christy Cabanne, Jane Eyre, released in the United States by Monogram 
Pictures in 1934, produced by Ben Verschleiser, and screenplay by Adele 
Comandini. 

34 For a general discussion of cinematographic adaptation practices, including 
Jane Eyre filmizations with reference to further theoretical literature, see 
Erik Svendsen, ‘Genre and Adaptation in Motion’, in Genre And …, ed. by Sune 
Auken, Palle Schantz Lauridsen, and Anders Juhl Rasmussen, Copenhagen 
Studies in Genre vol. 2 (Copenhagen: Ekbátana, 2015), pp. 221–50, and Papiya 
Nabi, ‘From Texts to Films: Adaptations of Pride and Prejudice, Jane Eyre and 
Great Gatsby across the 20th and the 21st Centuries’ (master’s thesis, BRAC 
University, Bangladesh, 2016), pp. 9–18.
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distinctively Indian  literary  genres. In particular, the reunion of Kamlā 
and Śaṅkar in the middle of the film made possible by their childhood 
friendship echoes a beloved Indian  literary device of abhijñāna (अभिभज्ञाथाि 
recognition). Famous across  India from the  Sanskrit poet  Kālidāsa’s 
(4th-5th centuries) classic drama Abhijñānaśākuntala (The Recognition 
of Śakuntalā), this literary theme is a transformation of the lovers’ 
estrangement into their mutual recall and subsequent conjugal union. 
The film innovatively draws on  Kālidāsa’s story to infuse Jane Eyre 
with a new potent reason for the love to unfold. 

Saṅgdil is the Indian adaptation that portrays its female protagonist 
in the most powerful way, because it entirely leaves out any Mr Rivers 
character and instead has Kamlā seek an independent religious life as 
a Hindu renunciate priestess. Kamlā’s decision to return to Śaṅkar is 
not based on having been offered an alternative marriage to another 
man. It instead flows from her inner awakening that she still has 
an emotional connection to Śaṅkar, which she wishes to confront 
and eventually pursue. In this version, there is no manifest colonial 
aspect and the story’s religious dimension has been transformed from 
Christian to Hindu, and transposed onto Kamlā. 

In 1959, Jane emerged in yet another Indian adaptive guise. 
The lauded South Indian writer Nīḷā Dēvi (ನೀೇಳಾಾ ದೇೇವಿ, b. 1932) from 
Bengaluru, Karnataka, published the Kannada novel Bēḍi Bandavaḷu 
(ಬೇೇಡಿ ಬಂಂದವಳು The Woman Who Came out of Need) in 240 pages. This 
was the second Indian book adaptation of Jane Eyre. The book was 
published by Mōhana Prakāśana in Mysuru.35 Analogous to the earlier 
Bengali novel by Soma, Dēvi recasts Brontë’s story into an Indian 
setting, keeping the plot close to the storyline of the English novel. 
The female protagonist Indu takes up a position as a private teacher 
for a young girl at the estate of Mr Prahlāda. The story then unfolds 
along the lines of the English novel, although all of the dialogue has 
been rewritten and Indu is a softer, less individualistic character than 
her British counterpart. Having left Mr Prahlāda’s estate upon the 
discovery of a mad wife in the attic, Indu is taken in to the home of 
Mr Nārāyaṇa and his two sisters. He is a young Brahmin, who works 
at a Hindu temple and is involved in distributing herbal medicine 
to the local rural community. When offered a job at a textile mill in 

35 The authors wish to thank Professor Emeritus B. A. Viveka Rai, Mangalore 
University, for drawing our attention to Dēvi’s novel and for his help in 
discussing the book and its filmization. 



 1091. Jane, Come with Me to India

faraway Ahmedabad in the Indian state of Gujarat, he proposes to 
Indu and asks her to accompany him. She rejects his proposal. At this 
moment, she remembers Mr Prahlāda and is overcome with longing. 
Soon thereafter, she telepathically hears Prahlāda crying out her name 
as he is blinded in a fire that burns down his estate, whereupon she 
returns and marries him. Mr Nārāyaṇa does not reappear in the story.

While the Kannada novel resembles Soma’s earlier Bengali work in 
the manner in which it adapts the English novel into an Indian setting, 
the Kannada version entirely lacks the Christian dimension, which 
remains prominent in the Bengali adaptation. The novel is the first 
Indian adaptation to replace, or at least substantially downplay, the 
religious mood of Jane Eyre in favour of a secular choice. Mr Nārāyaṇa 
proposes marriage to Indu, not for the sake of religious mission, 
which traditionally is a relatively unimportant aspect of Hinduism, 
but instead with the secular prospect of moving for his new job at a 
textile mill. The novel presents Indu as finding independence through 
her new position as a schoolteacher, and by the financial security 
that she obtains from getting an inheritance, without suggesting any 
inner transformation taking place within Indu that could explain her 
decision to return to Mr Prahlāda. In this sense, Indu’s character is 
slightly weakened in the Kannada novel. 

In 1968, a decade after the publication of Dēvi’s Bēḍi Bandavaḷu, the 
novel was picked up and filmed under the same title Bēḍi Bandavaḷu 
(ಬೇೇಡಿ ಬಂಂದವಳು The Woman Who Came out of Need) by the South Indian 
director Si. Śrīnivāsan.36 The Kannada language film features the 
actress Candrakalā (1950–1999) as Indu and the actor Kalyāṇ Kumār 
(1928–1999) as Prahlāda. The filmization entails several minor changes 
to the story of the Kannada novel. A new element is the interspersed 
comic relief provided in the film by the supporting character Kr̥ṣṇa, 
a male servant at the estate, played by the South Indian comedian 
Baṅgle Śāma Rāv Dvārakānāth (stage name Dvārakīś, b. 1942). Another 
narrative difference from the Kannada novel is that Indu in the film 
serves as the governess not for one but for four girls at the estate. The 
film deals only briefly with Indu’s stay at the Nārāyaṇa family and 
Mr Nārāyaṇa does not propose marriage to Indu. Instead, he asks her 
about her general intentions to marry, which causes her to remember 

36 Si. Śrīnivāsan, Bēḍi Bandavaḷu, released by Śrīnivāsa Ārṭs Proḍakṣans in 1968, 
produced by Ṭi. En. Śrīnivāsan, photography by Vijaya Nañjappa, and music 
by Ār. Sudarśanaṃ. 



110 Prismatic Jane Eyre

Prahlāda. Finally, the ending of the film differs slightly from the novel. 
When Indu discovers that Prahlāda has turned blind, she wishes to 
destroy her own eyesight with a lit candle. She is prevented from doing 
so by a doctor who enters the scene just in time to assure her that 
Prahlāda’s sight can be restored with surgery at a hospital in Bengaluru. 
The film ends with Prahlāda and Indu driving away for Bengaluru in 
the back of a jeep. In terms of filmic adaptative transformations, like 
Saṅgdil, the Kannada film includes several genre-altering song and 
dance routines not found in the Kannada novel, thereby imbuing the 
film with an added feature of the musical genre. Some of these are the 
song Ēḷu svaravu sēri (ಏಳು ಸ್್ವರವು ಸೇರಿ Uniting the Seven Musical Notes) 
performed by the playback singer Pi. Suśīla (b. 1935) and the amorous 
tune Nīrinalli aleya uṅgura (ನೀೇರಿನಲ್ಲಿ ಅಲೆಯ ಉಂಗುರ Rings of Waves in 
the Water) performed by Suśīla and Pi. Bi. Śrīnivās (1930–2013). 

Character-wise, the filmization of Bēḍi Bandavaḷu weakens Indu’s 
role even further. It omits both Indu’s employment as a schoolteacher 
and Mr Nārāyaṇa’s marriage proposal, and as a result it does not give 
Indu any concrete choice of another way to fulfilment. Indu finds 
financial independence through an inheritance, but is uncertain 
about what to do with her life. Her hesitancy builds up in the scene 
when Mr Nārāyaṇa inquires about her general plans to marry, which 
causes her to remember and long for Mr Prahlāda. Indu undergoes no 
emotional transformation at all and returns to Mr Prahlāda when, in 
her solitude, she realises that her heart belongs to him. 

In the following year, 1969, after the commercial success of Bēḍi 
Bandavaḷu, a remake of the film was produced in the Tamil language 
entitled Cānti Nilaiyam (சாந்த்ி நிரலயம் A Peaceful Home) 
directed by Ji. Es. Maṇi.37 Remarkably, it is the only production of 
the five Indian cinematographic adaptations made in colour. The 
film script was rewritten for the Tamil version by the screenwriter 
Citrālayā Kōpu (pen name Caṭakōpaṉ, 1959–1990) in a decidedly more 
melodramatic form, leading the plot even further away from the 
storyline of Brontë’s Jane Eyre. The film features Vacuntarā Tēvi (stage 
name Kāñcaṉā, b. 1939) in the female lead as Mālati and Kaṇapati 
Cuppiramaṇiyaṉ Carmā (stage name Jemiṉi Kaṇēcaṉ, 1920–2005) in 
the male lead as Pācukar. Mālati is hired as a governess at Pācukar’s 

37 Ji. Es. Maṇi, Cānti Nilaiyam, released by Jēm Mūvīs in 1969, produced by Ji. 
Es. Maṇi and Es. Es. Vācaṉ, written by Citrālayā Kōpu, cinematography by 
Marcus Bartley, and music by Em. Es. Visvanātaṉ. 
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estate to look after four girls and one boy, all of whom are very rowdy 
and naughty. The developing romance between Pācukar and Mālati is 
haunted by Pācukar’s mad wife, Janakī, who lives hidden in the attic. 
Janakī’s role is, though, relatively minor, since the plot’s main conflict 
has been shifted to Pācukar and Janakī’s brother Pālu, correlative to 
Brontë’s character Richard Mason, the brother of Bertha Mason. Pālu 
aggressively pressures Pācukar to pay him money in order to settle an 
old family feud. Long ago, Pācukar’s father was wrongfully accused of 
murder and the legal settlement forced Pācukar to marry the insane 
Janakī. Pācukar’s family was required to pay compensation, part of 
which Pācukar still owes Pālu. When Pālu interrupts the wedding of 
Mālati and Pācukar, Mālati runs away on foot. Pācukar and Pālu have 
a dramatic fist fight, during which Janakī sets the house on fire. Mālati 
does not manage to get far, since one of the children runs after her 
and is hit by a car, whereupon Mālati rushes back to bring the child 
to a hospital. Janakī and her atrocious brother both perish in the fire, 
while Pācukar survives with his sight intact. The film ends happily 
with Pācukar, Mālati, and the children reunited at the family table 
in the still-standing and now peaceful house, which has survived the 
fire. The Tamil version tends to reduce the female protagonist Mālati’s 
emotional independence to the extent that she only briefly escapes 
on foot, whereupon she immediately has to return to help the injured 
child, leaving Mālati no time or possibility to reflect on seeking a new 
life of her own. 

In the same year, 1969, that Ji. Es. Maṇi released the Tamil film 
Cānti Nilaiyam, the director Pi. Sāmbaśivarāvu created his debut film, 
the Telugu thriller Ardharātri (అర్్ధరాత్రి Midnight).38 While not exactly 
an adaptation but rather an appropriation of Jane Eyre that is here 
recast in a completely different filmic genre of suspense, this cloak-
and-dagger Telugu film contains the Jane-Eyre-inspired themes of an 
orphan woman and a mad wife, two characters already well-known to 
Indian cinemagoers from the earlier Jane Eyre adaptations.39 The film 
starts with a murder and a prison escape. It then tells the story of a 
young orphan woman, Saraḷa, a name reminiscent of the Bengali Sarlā 
character from the 1914 novel by Soma. The female lead is played by 

38 Pi. Sāmbaśivarāvu, Ardharātri, released by Haidarābād Mūvīs in 1969, 
produced by Pi. Gaṅgādhararāvu, script by Ārudra, and music by Māsṭar 
Vēṇu. 

39 In Telugu, the novel Jane Eyre is known as Jēn Air (జేన్ ఐరి).
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the actress Bhāratī Viṣṇuvardhan (b. 1948). After being expelled from 
her childhood home by a mean stepmother, Saraḷa is hit by a car and 
is taken into the household of the driver, a childless rich man named 
Śrīdhar, played by the actor Koṅgara Jaggayya (1926–2004). Saraḷa looks 
after Śrīdhar and a romance develops between them. Every midnight 
the house is haunted by a strange female presence emerging from a 
cottage in the garden, which terrifies the household’s male servants. 
Intrigued by the mysterious phenomenon, Saraḷa unsuccessfully tries 
to find out what lies behind the apparition. When Śrīdhar and Saraḷa 
are to be married, their wedding is interrupted by the antagonist 
Kēśav. He reveals that Śrīdhar already is married to the mad woman 
Rāṇi, Kēśav’s sister, who lives in the mysterious cottage in the garden. 
Onto the scene steps Śrīdhar’s long-lost father, who escaped from 
prison at the beginning of the film. The father discloses that Kēśav long 
ago murdered Rāṇi’s boyfriend, referring back to the murder shown 
at the beginning of the film. The fatal event drove Rāṇi insane. Kēśav 
managed to pin the murder on Śrīdhar’s father, which in turn forced 
his son, Śrīdhar, to marry the traumatised Rāṇi. In a dramatic twist of 
events, Kēśav sets the garden cottage on fire, in which he and Śrīdhar 
get into a fight to the death. Rāṇi saves Śrīdhar from being killed by 
Kēśav. Badly hurt in the fire, she dies from her wounds while lying on 
the ground calling out the name of her beloved murdered boyfriend. 
The police arrive and arrest Kēśav and his thuggish servant. The last 
scene shows Śrīdhar and Saraḷa as a married couple. 

In 1972, a Telugu cinematographic remake of the 1969 Tamil film 
Cānti Nilaiyam was released under the similar title Śānti Nilayaṃ (శాాంత్ 
నిలయాం, A Peaceful Home) directed by Si. Vaikuṇṭha Rāma Śarma.40 It 
features the actress Añjalīdēvi (1927–2014) in the role of Mālati.

The two Indian novels and five cinematographic renditions, 
starting with the Bengali novel Sarlā in 1914 up to the Telugu film 
Śānti Nilayam in 1972, can all be characterised as widely differing 
from the English Jane Eyre in terms of their outer setting, culture, 
religion, and language, while sharing certain elements with Brontë’s 
storyline and the typological features of its characters. None of these 
works explicitly acknowledges its indebtedness to Jane Eyre and yet, 

40 Si. Vaikuṇṭha Rāma Śarma, Śānti Nilayaṃ, released by Annapūrṇa Sinī 
Eṇṭarpraijes in 1972, screenplay by Si. Vaikuṇṭha Rāma Śarma, and music 
by Es. Pi. Kōdaṇḍapāṇi. Only the songs excerpted from the film are currently 
available online for viewing. 
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in spite of all the narrative transformations introduced in the Indian 
books and films, a reader or viewer familiar with Brontë’s novel would 
undoubtedly be able to pinpoint the resemblances. In particular, the 
motifs of the orphan girl, the romantic relationship with the estate 
owner, his hidden mad wife, and the portentous fire are repeated 
points of similitude. 

Their common denominator of relocating the story to an India 
inhabited by Indian characters creates a quaint sense of fictionalised 
displacement. The new native soil, however, is extrapolated not 
through cultural comparison but by a hybridised substitution of 
English manner and tongue with Indian demeanour and vernacular 
in a Western-inspired mise en scène. Through this narrative process of 
metonymic transposition, the sāṛī-clad acculturated Janes amplify the 
subsidiary Indian features of Brontë’s novel into their preponderant 
trait, nonetheless with one inadvertent consequence for the anticipated 
metamorphosis of Jane’s character. The full transference of the story to 
India causes the Indian motif in Brontë’s novel, with its specific function 
as a transformative transition of peripeteia in the plot’s dénouement, to 
be rendered mute. Depriving the Indian Janes — Sarlā, Kamlā, Indu, 
Mālati, and Saraḷa — of the opportunity to go on a Christian mission 
to India with the Mr Rivers characters circumscribes the story’s 
vimarśasandhi (suspense juncture) that in Brontë’s novel enabled Jane 
to realise her sovereign self. Facing this inherent dilemma, the authors 
of the Indian adaptations are forced to provide their Jane characters 
with alternatives for finding closure after the betrayal they suffer 
from the Mr Rochester personas — Bandyopādhyāy, Śaṅkar, Prahlāda, 
Pācukar, and Śrīdhar — which inevitably leads to the progressive 
weakening of Jane’s internal character.

Diminishing the Indian Janes inexorably brings the otherwise 
obscure figure of Bertha Mason to the fore as a catalyst for unravelling 
the plot. The desperation and madness of the wife in the attic 
becomes a prominent feature, especially in the 1969 Telugu thriller 
Ardharātri, wherein the female protagonist Saraḷa is portrayed as an 
extraordinarily passive individual unable to react even when learning 
that her suitor is already married. To resolve the plot’s consequent 
impasse, the mad Rāṇi is made to stop the villain brother from killing 
Śrīdhar by sacrificing herself in the flames. In this sense, Ardharātri 
could be regarded as the ultimate adaptation of Jane Eyre, since it is 
here that the mad Rāṇi’s suppressed rage and not Saraḷa’s dullness and 
indecisiveness becomes the actual dramatic device for the dénouement. 
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The character of the mad wife Bertha Mason with its gothic 
determinism has been a topic of enduring fascination for academic 
Brontë studies in South Asia. Remarkably, the discourse on madness 
in Indian scholarship focusses on Jane Eyre solely as a Victorian novel 
to be scrutinized in English, never beheld through the prism of the 
Indian adaptations and translations. In their discussion, South Asian 
scholars have relied primarily on the Western classics of feminist 
theory and postcolonial critique while entirely leaving out literary 
and cinematographic adaptations in Indian languages.41 Therefore, 
when India’s leading scholar on the Brontë sisters, Kalyani Ghosh,42 
examines the figure of Bertha, she does so in terms of an argument 
largely drawn from the feminist analysis put forth earlier by the 
American literati Sandra Gilbert and Susan Gubar.43 Ghosh argues 
that Bertha is an archetypal figure of hunger, rebellion, and rage, who 
has been victimised and repressed under a patriarchal social order, 
highlighting a degree of affinity between Bertha and Jane as to their 
entrapment in their inner and outer imprisonments.44 In a similar 
vein, Ratna Nandi maintains that Bertha’s volcanic rage is a projection 
of Jane’s fiery nature, representing a forbidden female expression, the 
explosiveness of which symbolises a destructive end to the despotic 
rule of man.45 

41 One minor exception is a mention in passing of the 1952 Bollywood film 
Saṅgdil in Nabi, ‘From Texts to Films’, p. 52.

42 Ghosh’s scholarship on Brontëan literature includes her doctoral thesis 
‘Charlotte Brontë: A Re-Assessment’, published under the title The Novels of 
Charlotte Brontë: A Reassessment (Kolkata: Papyrus Publishers, 2003), and 
the following articles: ‘Satire in Charlotte Bronte’s Shirley’, Punjab Journal 
of English Studies (Amritsar, 1995); ‘The Last Fragments of Charlotte Bronte: 
Some Inconclusive Conclusions’, Dibrugarh University Journal of English 
Studies, 12 (1996–1997), 77–84; ‘The Poetry of Anne Bronte’, Pegassus (Kolkata, 
2010); and ‘Romanticism with a Difference: Anne Bronte’s The Tenant of 
Wildfell Hall’, Heteroglossia (2014). 

43 Sandra Gilbert and Susan Gubar, The Mad Woman in the Attic: The Woman 
Writer and Nineteenth-Century Literary Imagination (New Haven: Yale 
University Press, 1979).

44 Ghosh, ‘Charlotte Brontë: A Re-Assessment’, p. 211. 
45 Ratna Nandi (Guha Mustaphi), ‘Narrativizing Female Consciousness: 

Re-Reading the Fictional Texts of the Brontë Sisters’ (doctoral thesis, 
University of Calcutta, 2008), pp. 100 and 107. For further references to 
gender studies in Jane Eyre by Indian scholars, see Jitendra Singh, ‘The 
Novels of Bronte Sisters: A Study in the Theme of Feminism’ (doctoral 
thesis, Chhatrapati Shahu Ji Maharaj University, 2002); Deetimali Barua, 
‘The Victorian Family: An Analysis of the Role of the Family in the Victorian 
Novel with Special Reference to the Brontë Sisters’ (doctoral thesis, Gauhati 
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Already in 1957, the Indian-Canadian scholar Devendra P. Varma 
observed that Brontë’s idea of the hidden mad wife seems to have 
been borrowed from a comparable motif in Ann Radcliffe’s gothic 
novel A Sicilian Romance (1790).46 It needs to be remarked that the 
ubiquitous character of the mad wife in all seven adaptations speaks 
to the power of the ancient Indian trope of female madness present 
throughout centuries of classical Indian literature, with its prototype 
in Princess Ambā from the ancient Hindu epic Mahābhārata.47 This 
most famous scorned mad woman in the Indian literary tradition is 
the quintessential figure of female resistance to male repression and 
ultimate self-sacrifice on the altar of revenge. When the love and life 
of Princess Ambā have been ruined after a violent intervention by the 
male anti-hero Bhīṣma, Ambā wanders the earth in a state of madness 
and pursues extreme religious renunciation in search of vengeance. 
By committing religious suicide, she returns in a reincarnation as 
Śikhaṇḍin, becoming an instrument for the hero Arjuna to slay Bhīṣma 
on the epic battlefield of Kurukṣetra. In contrast, in the context of 
Indian Buddhist narratives, the thread of madness is a common literary 
device allowing female protagonists to escape from the clutches of 
unwanted arranged marriages and pursue alternative lifestyles as 
religious mendicants for the sake of enlightenment, exemplified by 
the female Buddhist saint Lakṣmī in the twelfth-century biography by 
Abhayadattaśrī. Feigning insanity, Princess Lakṣmī deters her suitor 
from marrying her and thereby avoids a marriage with an unvirtuous 

University, 2006); Shukla Banerjee, ‘Portrait of Women in the Novels of 
Charlotte Brontë’ (doctoral thesis, Pt. Ravishankar Shukla University, 2014); 
Deepika Elizabeth, ‘Re-Visioning Women’s Writing: A Study of George Eliot’s 
The Mill on the Floss and Charlotte Brontë’s Jane Eyre’ (doctoral thesis, 
University of Madras, 2015); Ahmed Taher Abdu Nagi, ‘Victorian Gentlemen 
and the Concept of Masculinity in the Novels of Charlotte Bronte and Jane 
Austen’ (doctoral thesis, Swami Ramanand Teerth Marathwada University, 
2016); and Abhinav Bhardwaj, ‘Echoes of Jane Eyre in the Novels of Margaret 
Atwood’, Contemporary Literary Review India, 7.2 (2020), 1–11. For a broad 
treatment of Jane Eyre by an Indian scholar, see S. N. Singh, Charlotte Bronte: 
A Thematic Study of Her Novels (Delhi: Mittal Publications, 1987). 

46 See Devendra P. Varma, The Gothic Flame, being a History of the Gothic Novel 
in England: Its Origins, Efflorescence, Disintegration, and Residuary Influences 
(London: Arthur Barker, 1957), p. 200.

47 On the figure of Ambā, see Lavanya Vemsani, Feminine Journeys of the 
Mahabharata: Hindu Women in History, Text, and Practice (Cham, Switzerland: 
Palgrave Macmillan, 2021), pp. 175–92. 
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prince, who through his indulgence in hunting breaks the fundamental 
Buddhist ethic of non-violence.48 

While the relocation of Jane Eyre to India in the literary and 
cinematographic adaptations may evoke such classic Indian literary 
portrayals of insanity, it at the same time eradicates the overt colonial 
implications of madness first pointed out by the Indian-American 
Gayatri Chakravorty Spivak in her highly influential postcolonial 
critique of the English novel.49 Spivak views Brontë’s Bertha as 
involving the construction of a self-immolating colonial subject who 
had to kill herself for the glorification of the coloniser’s social mission, 
thereby allowing Jane to realise her role as ‘the feminist individualist 
heroine of British fiction’.50 She notes that the underlying imperialistic 
staging of Bertha’s role remains obscure unless the reader is familiar 
with the British colonialist history of legal manipulation surrounding 
the former Hindu practice of widow self-immolation.51 In 1829, 
eighteen years prior to the publication of Brontë’s Jane Eyre, following 
a long political campaign in both Britain and India, the British 
government in India banned widow self-immolation, which Spivak 
maintains was a law imposed primarily for the sake of the colonial 
government to mandate itself as the protector of the Indian people 
against themselves.52 

Spivak’s postcolonial critique has been bolstered by the Bangladeshi 
feminist scholar Firdous Azim.53 Azim extends Spivak’s earlier 
appraisal by asserting that the rise of the entire Western genre of the 
novel served an outright imperialistic purpose aimed at silencing and 
excluding women as well as persons of colour. Her analysis of Jane 
Eyre is — like Spivak’s — centred on the figure of Bertha Mason as 

48 On Lakṣmī’s feigned insanity, see Ulrich Timme Kragh, ‘Appropriation and 
Assertion of the Female Self: Materials for the Study of the Female Tantric 
Master Lakṣmī of Uḍḍiyāna’, Journal of Feminist Studies in Religion, 27 (2011), 
85–108 (pp. 92–94). 

49 Gayatri Chakravorty Spivak, ‘Three Women’s Texts and a Critique of 
Imperialism’, Critical Inquiry, 12 (1985), 243–61. 

50 Spivak, ‘Three Women’s Texts’, p. 251. 
51 For the Indian practice of satī (widow self-immolation), see Julia Leslie, ‘Suttee 

or Satī: Victim or Victor’, in Roles and Rituals for Hindu Women, ed. by Julia 
Leslie (Rutherford: Fairleigh Dickinson University Press, 1991), pp. 175–91.

52 Spivak, ‘Three Women’s Texts’, p. 259. 
53 Firdous Azim, The Colonial Rise of the Novel: From Aphra Behn to Charlotte 

Bronte (London: Routledge, 1993).
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Jane’s antithesis, her binary Other, who in a colonialist sense embodies 
attributes of savagery, madness, and sexuality.54

In the adaptations, strikingly the Indian Bertha characters do not 
hail from the West Indies and their stories do not entail the same 
imperialist subtext as found in Brontë’s work. Hence, the postcolonial 
critiques of the English novel raised by Spivak and Azim cannot 
be transferred outright to these adaptations. Nevertheless, the 
psychological antithesis between Bertha and Jane remains present 
throughout all the adaptations, magnifying the image of the mad wives’ 
rage proportionately as the Jane characters diminish in independence 
and strength in the later Indian film adaptations.

An issue closely related to the theme of madness is Brontë’s use 
of literary imagery. In a sophisticated feminist deconstruction of 
Jane Eyre, the Indian scholar Sonia Sarvipour,55 relying on Elaine 
Showalter’s feminist poetics,56 argues that the abundant images 
of dark corridors, locked rooms, and barely contained fires are 
significant examples of a unique female literary style characterised 
by recurrent themes of imprisonment, hidden rooms, and fantasies of 
mobility.57 She contends that such tropes are suggestive of a thick mist 
of female repression, which enveloped the lives of Victorian women, 
and that Brontë’s language fundamentally is a masculine form of 
prose in spite of its frequent use of feminine figuration and imagery. 
Ultimately, Sarvipour defines this multivalence as a literary mode 
of unreadability or undecidability, which she argues lies at the very 
heart of feminist writing.

54 Azim, The Colonial Rise, pp. 175–83. For further feminist studies on Jane 
Eyre by Indian scholars, see Seema Jauhari, ‘Female Self Assertiveness: 
A Study in the Novels of Charlotte Brontë, Emily Brontë, and George Eliot’ 
(doctoral thesis, Chhatrapati Shahu Ji Maharaj University, 1992); B. Janaki, 
‘The Variegated Voices: Feminine Consciousness in Selected Novels of Jane 
Austen, Charlotte Brontë and Anita Brookner’ (doctoral thesis, Dayalbagh 
Educational Institute, 2008); and Sharmita Lahiri, ‘Jane Eyre: A Unique Vision 
of Feminism’, The Atlantic Literary Review (New Delhi), 12 (2014), 15–26.

55 Sonia Sarvipour, ‘Aspects of Feminism in the Bronte Sisters’ Novels’ (doctoral 
thesis, Savitribai Phule Pune University, 2011). 

56 See Elaine Showalter, A Literature of Their Own: British Women Novelists from 
Brontë to Lessing (Princeton: Princeton University Press, 1977). 

57 On the related gothic interpretations of such elements, see Varma, The 
Gothic Flame, p. 200; Brian M. Mendonca, ‘Irrationality in the Novels of Ann 
Radcliffe and Charlotte Brontë’ (doctoral thesis, Central Institute of English 
and Foreign Languages, 1997); and Aparajita Hazra, ‘Elements of the Gothic 
in the Brontes’ (doctoral thesis, University of Burdwan, 2004).
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The diverse ways in which the Bertha character has been portrayed 
in the popular adaptations versus how she has been conceived of in 
the scholarly reception in India illustrates that there exists a dialectic 
tension between the adaptations within the popular reception and 
the scholarly critiques within the academic debate. The popular 
adaptations voice the narratives in Indian vernaculars and Indianize 
the characters, whereas every academic study limits the story to its 
English source text, discussing it primarily in the framework of Western 
discourse.58 The opposition between the popular and academic forms 
of reception is embedded in a particular politics of language and 
audience, whereby Indian scholars, writing for an educated English 
readership, are primarily in dialogue with research by non-Indian 
scholars, giving minimal cross-reference to the work by their Indian 
academic peers. They deliberate, acquiesce, or expostulate without 
heeding the prevailing adaptations and translations of Jane Eyre in the 
Indian regional languages. 

The politics of language and audience can only be understood 
against the backdrop of the nature of the broader status of the English 
language, the circulation of English classics, and their presence in 
higher education in India. For to read a literary classic directly in 
English signals on the subcontinent a cosmopolitan standing, and 
accordingly every Indian city has a number of well-stocked bookstores 
specialising in English literature, such as the store chains Crossword 
Bookstore or Sapna Book House, each of which is sure to have a copy 
of Jane Eyre in its section of English classics. The considerable acclaim 
received today by the major works of nineteenth-century English 
literature imported to India is closely linked with the high social status 
and widespread use of the English language throughout South Asia in 
spite of, as well as because of, the language’s colonial history on the 
subcontinent. In short, English ‘is the “master language” of the urban 
nouveaux riches’.59 The English language functions governmentally 
and often practically as an unofficial lingua franca between the 
different speakers of the twenty-two Indian languages officially 
endorsed in the Indian Constitution, for which reason learning English 

58 For a critical analysis of Brontë’s Jane Eyre read from the perspective of 
an Indian-American heritage student, see Sangeeta Parashar, ‘“Not Fit to 
Associate with Me”: Contradictions of Race, Class, and Gender in Charlotte 
Brontë’s Jane Eyre’ (master’s thesis, Iowa State University, 1999). 

59 Robert J. Zydenbos, A Manual of Modern Kannada (Heidelberg: Cross-Asia 
Ebooks, 2020), p. xv. 
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and achieving cultivation in English literature are of economic and 
cultural importance both to the state and the individual. 

As evidenced in the Indian system of education, an extraordinary 
seventeen percent of Indian children attend schools where English is 
the main medium of instruction, while the remaining pupils receive 
five to ten English language classes per week within the frame of a 
primary school education in Hindi (49%) or other Indian regional 
language (33%).60 English literature and its classics are indisputably 
valuable to Indians, although this statement must be read with the 
caveat in mind that India has a highly prolific production of Indian 
English literature involving its own English classics, to mention but 
a few, the writings by the Indian poets and novelists Mulk Raj Anand 
(1905–2004), R. K. Narayan (1906–2001), Raja Rao (1908–2006), A. 
Salman Rushdie (b. 1947), Vikram Seth (b. 1952), Amitav Ghosh (b. 
1956), S. Arundhati Roy (b. 1961), and Kiran Desai (b. 1971). The British 
Victorian literature, to which Jane Eyre belongs, is without doubt just 
one among several forms of English literary classics in India. 

The popularity of Jane Eyre as an English classic throughout India 
is demonstrated by its wide distribution and presence in school 
curricula. Aside from the many print and e-book English editions 
available on the continent from large multinational publishers, 
such as Penguin, HarperCollins, and Macmillan India, the novel has 
frequently been reprinted in English by a number of smaller domestic 
Indian publishers, including Atlantic Publishers and Distributors 
(New Delhi), Om Books (Hyderabad), Maple Press (Noida), Rupa 
Publications (New Delhi), Rama Brothers India (New Delhi), and 
Gyan Publishing House (New Delhi). Indian publishers have likewise 
brought out several abridged English versions of the novel, some of 
them illustrated, mainly intended for the children and student book 
market, e.g., those published by S. Chand Publishing (New Delhi) as part 
of their ‘Great Stories in Easy English’ series, Har-Anand Publications 
(New Delhi), and Om Kidz Books (Hyderabad) in their ‘Om Illustrated 
Classics’ series. 

60 Human Resource Development Ministry, answer to parliament, 2016. The 
percentage of English-medium schools differs widely from state to state 
within the Indian federation. The states with the highest proportion of 
English-medium schools are Jammu-Kashmir (99.9%), Kerala (49.2%), Delhi 
(48.6%), Andhra Pradesh (44.1%), and Tamil Nadu (40.6%); see The Times 
of India, September 28, 2015, ‘Children Attending English-Medium Schools: 
2008–14’. 
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In the system of higher education, Jane Eyre appears frequently on 
the curricula of English departments at many Indian universities. The 
book is a standard component of the undergraduate course ‘Analysis 
of English Literature’, where it is read alongside Charles Dickens’ 
Great Expectations (1861), D. H. Lawrence’s Sons and Lovers (1913), 
and William Golding’s The Lord of the Flies (1954), albeit not always in 
its entirety and typically in the form of excerpts.61 

In spite of the omnipresence of the novel in English throughout India 
and its primary importance to Indian academic discourse, it could be 
argued that the cinematographic adaptations in Indian vernaculars 
supersede the permeability of Jane Eyre across social strata, because 
an English-clad Jane stays perpetually aloof and exotic. While the 
English Jane Eyre is widespread, it is no match for the familiarity with 
the story effected by the box-office hits of the Indian film adaptations 
delivered in several major regional languages. Adaptation is thus the 
literary form that most eminently captures acculturation. Jane Eyre 
in India is accordingly not exclusively a literary classic in English or 
an Indian translation, but through its literary and cinematographic 
adaptations the Jane character has metamorphosed from a British 
governess to a polyglot South Asian maiden. The creative license 
exercised by the novelists and filmmakers to adjust and transform the 
story whilst retaining the recognizability of the original comprises the 
hallmark of these adaptations. 

Jane Eyre in Anuvād: The Substance of 
Janeeyreness

Translation is, in a sense, the opposite of adaptation. While adaptation 
stands out through a difference to the original due to its distinctive 
feature of modifying the plot, the setting, or the medium, translation 
has conventionally been qualified by an expectation to reproduce the 
source text so adequately that the text itself becomes fully meaningful 
in the target language, whether it be an interlingual or intralingual 

61 Salma Ahad, ‘English Studies in Kashmir: An Examination of the Relationship 
between Undergraduate English Courses and Literary Studies in English at 
the M. A. Level’ (doctoral thesis, University of Kashmir, 2002), pp. 86 and 90. 
For a broader postcolonial critique of English literary education in India, see 
Vishwanathan Guari, Masks of Conquest: Literary Study and British Rule in 
India (Oxford: Oxford University Press, 1989).
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rendering.62 This understanding of translation, which has been termed 
semantic equivalence, remains common to contemporary academic 
traditions across the West and India, despite the critique levelled 
against the idea in more recent Translation Studies.63 

As will be argued, defining translation by equivalence, as opposed 
to the modification that is characteristic of adaptation, accidentally 
hides and suppresses many thriving forms of South Asian translational 
performativity. In light of this, to be able to discern the distinct 
qualities of the multifarious Indian translations of Jane Eyre presented 
below, it is first necessary to digress into the historical forms of Indian 
translational practices. Using these as a frame, it will be possible to 
arrive at a suitable definition of translation that may uncover a unique 
episteme of literary criticism for Indian translation theory. 

At its very foundation, Indian civilisation is not culturally anchored 
in interlingual translation, unlike its European counterpart. In Europe, 
intellectual cultivation has been built on the edifice of translation, 
at first through Latin translations of the ancient Greek texts during 
the Roman Empire and subsequently through the Latin and later 
vernacular translations of the Bible.64 Europe — with its borrowed 
cultural roots transplanted through careful translation from Greek, 
Hebrew, Aramaic, Syriac, and Arabic — turned translation into such 
an art of significance and exactitude that it could unequivocally be 

62 The term source text refers to the original work that the translation is intended 
to represent, whereas the term target language denotes the language into 
which the translation renders the text. For the contrasting terms interlingual 
and intralingual, see Roman Jakobson’s seminal article ‘On Linguistic Aspects 
of Translation’, in On Translation, ed. by Reuben A. Brower et al. (Cambridge, 
MA: Harvard University Press, 1959), pp. 232–39 (p. 233). 

63 The term semantic equivalence derives from Jakobson, ‘On Linguistic Aspects’, 
pp. 233ff. For critiques of translation interpreted as equivalence, see, for 
instance, the notion of ‘translingual practice’ in the broader phenomenon of 
cross-cultural translation discussed by Lydia H. Liu in Translingual Practice: 
Literature, National Culture, and Translated Modernity: China, 1900–1937 
(Stanford: Stanford University Press, 1995); the issue of incommensurability 
and the notion of ‘the schema of co-figuration’ in Naoki Sakai, ‘Translation’, in 
Theory, Culture & Society, 23 (2006), 71–86; the critique of the terms ‘original’ 
and ‘source text’, along with the view of translation as interpretive iteration 
in Karen Emmerich, Literary Translation and the Making of Originals (New 
York: Bloombury, 2017); and the prismatic approach to translation studies 
with its view of translation as involving change and difference presented in 
Matthew Reynolds (ed.), Prismatic Translation (Cambridge: Legenda, 2019).

64 For the formative role of translation in the Roman Empire, see Denis Feeney, 
Beyond Greek: The Beginnings of Latin Literature (Cambridge, MA: Harvard 
University Press, 2016). 
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considered a keystone in the historical formation of Europe’s many 
vernacular political and cultural identities, in the building of the 
modern European nation states, and in the wider European colonialism 
across the globe.65 The Christian Protestant Reformation of the early 
sixteenth century, for instance, coincided with the Latin and German 
Bible translations by Erasmus of Rotterdam and Martin Luther,66 
while the Early Modern English language itself often is defined as 
commencing in 1611 with the printing of the King James Bible, a new 
English translation of the Christian scripture. Even the most recent 
global technological advances in digital machine translation in the 
twenty-first century have had their quantitative linguistic basis in the 
exactitude of the digital data corpus of the documents translated by 
the administrations of the European Union and the United Nations. 

There is absolutely no comparable instance prior to modernity 
of any major text translated interlingually into an Indian language 
having a similar cultural impact on India, at least not if translation is 
understood narrowly as involving ‘equivalence’ in the sense in which 
translation was defined in 1959 by the influential Russian-American 
linguist Roman Jakobson, namely as a process of substituting linguistic 
codes entailing ‘two equivalent messages in two different codes’.67 

There are, however, a few minor texts that were imported from 
outside of India in premodernity that continue to be influential. These 
include Persian and Arabic texts that were translated into Sanskrit and 
Indian vernaculars from the sixteenth century onwards, mostly into 
the South Indian Dakanī and Tamil languages as well as the Northeast 
Indian Middle Bengali language, as represented by the Bengali poets 
Ālāol (‘Alāwal, 1607–1673) and Abdul Hakim (‘Abd al-Ḥakīm, c.1600-
c.1670).68 The translations are literal in nature and, anachronistically, 

65 On the intricate relations between language, nation, colony, and translation, 
see Antoine Berman, L’épreuve de l’étranger: Culture et traduction dans 
l’Allemande romantique (Paris: Gallimard, 1984), pp. 250–78; Naoki Sakai, 
Translation and Subjectivity: On Japan and Cultural Nationalism (Minneapolis: 
University of Minnesota Press, 1997); Susan Bassnett and Harish Trivedi 
(eds.), Post-Colonial Translation: Theory and Practice (London: Routledge, 
1999); and Matthew Reynolds, Translation: A Very Short Introduction (Oxford: 
Oxford University Press, 2016), pp. 21–23.

66 See Peter Mack, A History of Renaissance Rhetoric 1380–1620 (Oxford: Oxford 
University Press, 2011), p. 76. 

67 Jakobson, ‘On Linguistic Aspects’, p. 233. 
68 For an example of a Persian text translated into Sanskrit, see the Kashmiri 

court-poet Śrīvara’s (fifteenth to sixteenth centuries) Sanskrit translation 
Kathākautuka of the Persian narrative poem Yūsuf u Zulaykhā composed 
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this trait of semantic equivalence qualifies them as falling within the 
ambit of the modern Indian term anuvād (अिुवथाि translation), which 
was introduced into Hindi in the late nineteenth century as a response 
to the English concept of translation.69 This is significant, because 
these seventeenth-century translations predate the introduction of the 
modern translational practices promulgated by Christian missionaries 
and European colonialists from the eighteenth century onwards. 

It is worth mentioning that, parallel to these developments, in India 
itself other translations marked by semantic equivalence sprang up in 
the non-Islamic Jain communities in Western India, represented by 
poets such as Banārsidās of Agra (1587-c.1643) and the contemporary 
Hemrāj Paṇḍe, who translated entire texts from Sanskrit into 
Brajbhāṣā, an early form of the Hindi language that evolved from 

by ‘Abd al-Raḥmān Jāmī (1414–1492 CE) in Luther Obrock, ‘Śrīvara’s 
Kathākautuka: Cosmology, Translation, and the Life of a Text in Sultanate 
Kashmir’, in Jāmī in Regional Contexts: The Reception of ‘Abd al-Raḥmān 
Jāmī’s Works in the Islamicate World, ca. 9th/15th-14th/20th Century, ed. by 
Thibaut d’Hubert and Alexandre Papas (Leiden: Brill, 2019), pp. 752–76. On 
Dakanī literature, adaptation, and translation, see David John Matthews, 
‘Dakanī Language and Literature: 1500–1700 A. D.’ (doctoral thesis, School 
of Oriental and African Studies, University of London, 1976), pp. 99–101, 125, 
137–39, 157–58, 257, and 277. On a sixteenth-century translation from Persian 
into Tamil of the Book of One Thousand Questions of Abdullah ibn Salam 
(Kitāb Masā’il Sayyidī ‘Abdallāh Bin Salām), see Ronit Ricci, Islam Translated: 
Literature, Conversion, and the Arab Cosmopolis of South and Southeast Asia 
(Chicago: The University of Chicago Press, 2011), pp. 98–128. For the Middle 
Bengali translations by Ālāol and ‘Abd al-Ḥakīm, see the two lemmata by 
Thibaut d’Hubert in the Encyclopedia of Islam, 3rd edn, ed. by K. Fleet, G. 
Krämer, D. Matringe, J. Nawas, and E. Robson, III (Leiden: Brill, 2013). For 
Hindi translations of Persian medical works during the late seventeenth to 
early eighteenth centuries, see Peter G. Friedlander, ‘Before Translation?’, 
in Translation in Asia: Theories, Practices, Histories, ed. by Ronit Ricci and 
Jan van der Putten (Manchester: St Jerome Publishing, 2011), pp. 45–56 
(pp. 52–54). For a brief mention of the known cases of translations from 
Arabic into Persian produced on the Indian subcontinent, see Ricci, Islam 
Translated, p. 39. The authors wish to thank Prof. Thibaut d’Hubert at the 
University of Chicago and Prof. Sunil Sharma at Boston University for their 
advice on the cases of Persian and Arabic translations into Indian languages.

69 For the nineteenth-century history of anuvād, see Friedlander, ‘Before 
Translation?’, pp. 54–55. Friedlander demonstrates that the Hindi word 
anuvād is attested in the sense of ‘translation’ in the writings of the author 
and Hindi language reformer Bharatendu Hariścandra (1850–1885) during 
the early 1870s. However, as also confirmed by Friedlander (p. 55), an 
exhaustive and precise determination of when the Sanskrit term anuvāda 
first became appropriated as the modern Indian term for English ‘translation’ 
is still wanting. 
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Prakrit and Apabhramsha.70 As for foreign major works of high 
cultural impact, it was first in modernity that they were transmitted 
into Indian languages. In this regard, the Bible translated into Tamil 
in 1706 and the Qur’an translated into Bengali in 1886 and then into 
Urdu in 1902 stand out. 

While, in premodern times, there was no import of foreign 
cultures into Indian educational and intellectual institutions through 
interlingual translation, there nevertheless was a historic opposite 
movement of translation flowing out of India having far-reaching 
impact. From the second to the fifteenth centuries, interlingual 
translation of texts for the export of Indian religions and literature 
was prevalent, with numerous works written in Sanskrit and other 
Indian languages being translated into foreign languages. Thousands 
of Indian Buddhist scriptures and commentaries were translated into 
East and Inner Asian languages, in particular Chinese and Tibetan.71 
Moreover, from the sixth century onwards, a number of literary and 
religious works were translated into Persian and Arabic, including 
story collections, poems, epics, and Hindu mystical works.72 

70 See John E. Cort, ‘Making It Vernacular in Agra: The Practice of Translation 
by Seventeenth-Century Jains’, in Tellings and Texts: Music, Literature and 
Performance in North India, ed. by Francesca Orsini and Katherine Butler 
Schofield (Cambridge: Open Book Publishers, 2015), pp. 61–105 (pp. 77–88). 

71 On the nature and history of translation of Indian Buddhist texts into Chinese, 
see Jan Nattier, A Guide to the Earliest Buddhist Translations: Texts from 
Eastern Han 東漢 and Three Kingdoms 三國 Periods (Tokyo: The International 
Research Institute for Advanced Buddhology, Soka University, 2008). On 
some of the complexities of the translation concept in relation to the Chinese 
Buddhist canonical texts, see Tōru Funayama, ‘Masquerading as Translation: 
Examples of Chinese Lectures by Indian Scholar-Monks in the Six Dynasties 
Period’, Asia Major, 19 (2006), 39–55. On the translation of Indian texts into 
Tibetan, see Cristina Scherrer-Schaub, ‘Translation, Transmission, Tradition: 
Suggestions from Ninth-Century Tibet’, Journal of Indian Philosophy, 27 
(1999), 67–77. 

72 On the sixth-century Persian translation of the Sanskrit Pañcatantra 
collection of edifying fables and its subsequent Arabic and Syriac versions, 
see McComas Taylor, The Fall of the Indigo Jackal: The Discourse of Division 
and Pūrṇabhadra’s Pañcatantra (Albany: State University of New York Press, 
2007), pp. 3–6. On al-Bīrūnī’s (973-c.1050 CE) Arabic translation of Patañjali’s 
mystic Hindu text Yogasūtra, see Shlomo Pines and Tuvia Gelblum, ‘Al-Bīrūnī’s 
Arabic Version of Patañjali’s Yogasūtra: A Translation of his First Chapter and 
a Comparison with Related Sanskrit Texts’, Bulletin of the School of Oriental 
and African Studies, 29 (1966), 302–25, with follow-up articles covering chs 
2–4 in vols 40 (1977), 46 (1983), and 52 (1989) of the same journal. 
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Although Indian scholars often supervised the translation 
endeavours from Indian into foreign languages as presiding experts, 
these specialists never felt compelled to translate non-Indian works into 
the classical languages of South Asia. In fact, the dominant literary form 
of translation from the very inception of Indian literature has always 
been intralingual. Its embodiment is exegesis entailing interpretation 
and commentarial reiteration, as represented by the exegetic device 
of anuvāda (अिुवथाि repetition, paraphrase). Etymologically, Sanskrit 
anuvāda consists of two distinct morphemes anu (अिु after) and vāda 
(वथाि speech), and has a specific technical application in the context of 
a Sanskrit commentarial literary method of intralingual rewriting 
and supplementing of an earlier stated vidhi (ववधि rule) or pakṣa 
(पक्ष assertion) within the one language of Sanskrit.73 For instance, a 
seventh-century commentator makes use of anuvāda in the sense 
of reiterating an opponent’s position, in Sanskrit parapakṣānuvāda 
(परपक्षथािुवथाि reiteration of others’ position), in a scholastic debate.74 

Given that the hallmark of intralingual hermeneutics is a non-
equivalence between the source and target texts, the early history 
of Indian translation is  marked by a flexible intertextuality that 
has influenced both the interlingual exchange between the Indian 
indigenous  languages and the degree of semantic equivalence in their 
literary representations.75 These translational forms range within 
the classical spectrum from the non-literal  Kannada  varṇaka (ವರ್ಣಣಕ 
retelling) to the word-for-word Sanskrit  chāyā (छाथायथा shadow), often 
transferring a text into multiple Indian languages as  well as displaying 
non-linear multitextuality across traditions. 

A typical exemplification of an ancient source transmitted 
interlingually and intertextually is the Prakrit epic Paümacarẏa (The 
Passage of Padma). Belonging to a genre of mahākāvya (महथाकथाव्य grand 

73 For a brief discussion of the historical Sanskrit background of the term 
anuvāda, see the lemma in Theodor Goldstücker, A Dictionary, Sanskrit and 
English, Extended and Improved from the Second Edition of the Dictionary of 
Professor H. H. Wilson with His Sanction and Concurrence (Berlin: A. Asher & 
Co., 1856), pp. 102–3.

74 See Anne MacDonald, In Clear Words: The Prasannapadā, Chapter One, 2 
vols. (Vienna: Verlag der Österreichischen Akademie der Wissenshaften, 
Philosophisch-Historische Klasse Sitzungsberichte, 863. Band, 2015), I, p. 126 
and II, pp. 26–27 (§8). 

75 Moreover, Peter G. Friedlander has brought up the closely related problems 
of defining the terms ‘language’ and ‘literary work’ in premodern Indian 
traditions; see Friedlander, ‘Before Translation?’, pp. 47–50. 
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poem, epic), this Jain work has many commonalities with the Hindu 
epic Rāmāyaṇa (The Course of Rāma). The first version of the text was 
composed in an ancient Prakrit vernacular by the Jain monk Vimalasūri 
around the fifth century CE, entitled Paümacarẏa (The Passage of 
Padma). It was then adapted into a Sanskrit version, the Padmacarita 
(The Passage of Padma), in the seventh century by Raviṣeṇa. Finally, 
during the ninth century, the South Indian poet Svayambhūdeva 
adapted the story under the title Paümacariu (The Passage of Padma) 
into the medieval Apabhramsha vernacular, which linguistically was 
a precursor for Old Hindi. Although the three linguistic versions of the 
Paümacarẏa share the same narrative structure, they are by no means 
word-for-word translations of semantic equivalence and therefore 
could be said to belong under the notion of varṇaka (retelling).76 

Another form of varṇaka (retelling) is represented in the genre 
of the scholarly writing of śāstra (र्थास्ि्र treatise). Its classic example 
is the ninth-century text on poetics written in Old Kannada entitled 
Kavirājamārga (The Royal Road of Poets) by Śrīvijaya. Being an 
interlingual and intertextual translation of the major Sanskrit treatise 
on literary theory Kāvyādarśa (The Mirror of Poetry), it parallels 230 
verses from this late-seventh-century classic by the poetician Daṇḍin 
while innovating the remaining 302 verses of the text.77 

Neither of the two texts proclaim themselves as varṇaka (retelling), 
however, there is a medieval epic that specifically identifies itself as 
such, directly acknowledging its reliance on an earlier work. The case 
in point is the Old Kannada Vikramārjunavijaya written by Pampa 

76 For a short comparison of the three texts, see Eva De Clercq, 
‘Paümacariẏa — Padmacarita — Paümacariu: The Jain Rāmāyaṇa-Purāṇa’, in 
Epics, Khilas, and Purāṇas: Continuities and Ruptures, ed. by Petteri Koskikallio 
under the general editorship of Mislav Ježić (Zagreb: Croatian Academy of 
Sciences and Arts, 2005), pp. 597–608, especially the synoptic comparison 
given in Table 1 of her article. 

77 For the Kavirājamārga and its dependence on the Kāvyādarśa, see the 
annotated Kannada edition of the Kavirājamārgam by M. V. Seetharamaiah, 
Śrīnr̥patuṅgadēvānumatamappa Śrīvijayakr̥ta Kavirājamārgaṃ (Bengaluru: 
Kannaḍa Sāhitya Pariṣattu, 2015). For an English translation of the text, see 
R. V. S. Sundaram and Deven M. Patel, Kavirājamārgaṃ: The Way of the King 
of Poets (New Delhi: Manohar, 2017). For a short outline of other medieval 
adaptations of Daṇḍin’s Kāvyādarśa into various Indian languages, see 
Sheldon Pollock, The Language of the Gods in the World of Men: Sanskrit, 
Culture, and Power in Premodern India (Berkeley: University of California 
Press, 2006), p. 163.
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(902–75 CE), which is a rendering of the Sanskrit epic Mahābhārata by 
Vyāsa. Already at the outset of the poem, Pampa declares: 

No past poet has given a varṇaka (retelling) in Kannada of the long story 
of the Mahābhārata in its entirety and without any loss to its structure. 
In doing so, to fuse poetic description with the story elements, only 
Pampa is competent.78

The author describes his style of writing as a varṇaka (retelling) of the 
Mahābhārata as its source text. Pampa’s perception of the question 
of equivalence is encapsulated in one of the poem’s verses, wherein 
he describes himself as ‘swimming across the vast and divine ocean 
of the sage Vyāsa.’79 It is notable that in spite of telling the story of 
the Sanskrit Mahābhārata in its entirety and maintaining the internal 
structure of the epic, Pampa shortened the epic down to a mere 1609 
verses as compared to the more than 89000 verses of the Sanskrit 
text. If swimming were to be seen as a trope for fluid translation of 
non-semantic equivalence, it could be deemed that Pampa’s poem is 
not only a translational adaptation but also a paradigmatic medieval 
example of an abridgement and, as shall be argued further on, 
abridgement is a defining characteristic of many of the modern Indian 
translations of Jane Eyre.

Parallel to varṇaka (retelling), chāyā (shadow) proliferated over 
the course of the first millennium CE, bringing to the fore word-for-
word interlingual translation of smaller textual passages consisting of 
individual verses or prose sentences from the Prakrit vernaculars into 
Sanskrit. It was practised especially by Jain exegetes, who were masters 
of transposing Jain Prakrit scriptures into Sanskrit commentarial 
writing. Chāyā (shadow) could be considered the earliest Indian term 
for translation.80 Its usage is limited to commentaries and dramatic 

78 Pampa, Vikramārjunavijaya (The Victory of Vikrama Arjuna), verse 1.11, ed. by 
T. V. Venkatachala Sastry, Pampa Sampuṭa: Ādipurāṇa, Vikramārjuna Vijaya 
(Hampi: Prasaranga Kannada University, 2006), p. 357. The above English 
translation of the verse has been adapted from the translation given in C. N. 
Ramachandran and B. A. Viveka Rai, Classical Kannada Poetry and Prose: A 
Reader (Hampi: Prasaranga Kannada University, 2015), p. 115. 

79 Pampa, Vikramārjunavijaya, verse 1.13. 
80 For some short remarks on Sanskrit chāyā translation of Prakrit and 

Apabhramsha verses, see Pollock, The Language of the Gods, pp. 104–5. For 
general discussion of ancient Indian translation practices, see G. Gopinathan, 
‘Ancient Indian Theories of Translation: A Reconstruction’, in Beyond 
the Western Tradition: Essays on Translation outside Standard European 
Languages, ed. by Marilyn Gaddis Rose (Binghamton: State University of New 
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stage writing in Sanskrit, wherein it features as interpolated translation 
of Prakrit linguistic elements that are of non-Sanskritic provenance. 

In the case of a commentary, a Prakrit pericope is first cited in its 
original form, then furnished with a literal Sanskrit chāyā translation, 
and thereupon expounded in Sanskrit prose. In the case of stage 
writing, a Prakrit dialogue spoken by either a woman or lower-caste 
man is first cited in its original form and then furnished with a literal 
Sanskrit chāyā translation. The use of chāyā translation, a tradition 
that has continued to the present day, is necessitated by the fact that 
the older Prakrit vernacular forms had become linguistically archaic 
by the middle of the first millennium.81

The indicative feature of chāyā is its precise equivalence between 
the Prakrit source text and the Sanskrit translation, obtained through 
the application of systematic principles of phonetic correspondence 
and through the faithful reproduction of grammatical and syntactical 
structures. Chāyā positively fulfils the trademarks of the modern 
definition of translation as ‘two equivalent messages in two different 
codes’ with a characteristic leeway for some level of interpretation 
common to all forms of literal translation. 

Dictated by the rather undifferentiated nature of the Prakrit phonetic 
forms, subtle yet at times considerable interpretative compromises 
are required because the Sanskrit language is phonetically more 
elaborate. A conspicuous instance of such a translational interpretation 
from Prakrit to Sanskrit is the rendering of the Buddhist scriptural 
term sutta (सुत्ि sermon) into the Brahmanical literary term sūtra 
(सूि्र thread, mnemonic formula). Instead of translating the Prakrit 

York, 2000), pp. 165–73, and G. Gopinathan, ‘Translation, Transcreation and 
Culture: Theories of Translation in Indian Languages’, in Translating Others, 
ed. by Theo Hermans, 2 vols (New York: Routledge, 2014), I, pp. 236–46. A 
detailed study and history of chāyā and other old Indian forms of translation 
remains a desideratum.

81 While Sanskrit chāyā translations appear in the modern printed text editions, 
it remains an open question to which extent such chāyā are attested in 
medieval manuscript copies. Esposito remarks in her study of several South 
Indian drama manuscripts in Malayalam script dating from between the 
fifteenth to twentieth centuries that none of the examined manuscripts 
contains any chāyā of the Prakrit passages, where such would be expected, 
as they are given in the modern printed editions of the text; see Anna Aurelia 
Esposito, ‘The South Indian Drama Manuscripts’, in Aspects of Manuscript 
Culture in South India, ed. by Saraju Rath (Leiden: Brill, 2012), pp. 81–97 
(p. 87). A detailed study investigating the attestation of chāyā in the older 
manuscript tradition is a desideratum.
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sutta into Sanskrit sūkta (सूक्ि well-spoken, aphorism), which would 
likely have been the linguistically correct equivalent, the Buddhist 
translators selected the Brahmanical Sanskrit term sūtra in order to 
appropriate the prestige of this well-established Brahmanical term. 
Under the circumstances, a translational decision was made to avoid 
a rhetorically less compelling Sanskrit word sūkta, even though it was 
phonetically and semantically equal to the Prakrit sutta.82 

It would be remiss to omit mention of the precursors to chāyā in the 
older Indic literature. Verily, the history of writing in India begins with 
a translation in the year 260 BCE, when the Indian Emperor Aśoka 
issued an edict incised on a rock in the frontier region of Kandahar, 
Afghanistan. The edict features a bilingual proclamation in Greek and 
Aramaic believed to have been a literal translation from a now lost 
common source text in a Prakrit vernacular.83 

Later precursors to chāyā dating to the first century BCE involve 
literal translations of Prakrit portions of texts into another Prakrit 
vernacular or Sanskrit. These include the early Buddhist aphoristic 
treatise Dhammapada (Words of Dharma) rendered from the Prakrit 
Pāli language into the Prakrit Gāndhārī language under the same title 
and into an enlarged Sanskrit recension entitled Udānavarga (Chapters 
of Utterances). The translations share with their source an underlying 
textual structure and some of the chapter headings and verses.84

The above short exposition of the history of translation in 
premodern India demonstrates a varying degree of equivalence in 
the classical textual practices of literary transmission within one 
language or across languages through anuvāda (paraphrase), varṇaka 
(retelling), and chāyā (shadow). Accordingly, Jakobson’s definition for 
translation would, if applied to the Indian literary heritage, eclipse and 
consequently reject the premodern translational practices. Although 
the theory of equivalence has been dislodged in recent scholarship, 
it reverberates in the proclamations made by some contemporary 
literary critics, who argue that speaking of translation in premodern 

82 See K. R. Norman, A Philological Approach to Buddhism: The Bukkyō Dendō 
Kyōkai Lectures 1994 (London: School of Oriental and African Studies, 
University of London, 1997), pp. 87–88 with further references. 

83 See D. D. Kosambi, ‘Notes on the Kandahar Edict of Asoka’, Journal of the 
Economic and Social History of the Orient, 2 (1959), 204–6. 

84 See John Brough, The Gandhari Dhammapada (Delhi: Motilal Banarsidass 
Publishers, 2001). 
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India ‘makes no cultural sense in this world’,85 amounts to ‘a non-
history’ prior to the colonial impact in the nineteenth century,86 or 
requires demoting premodern Indian translation to transcreation.87 
In contrast, it could be argued that the classical Indian intertextual 
processes fall well within the bounds of the etymological configuration 
of the classical Latin notions of translatio (carrying across), transferre 
(transfer), and vertere (turning) of a text,88 whereby the European 
metaphor of semantic movement is echoed in the Indian images of 
verbal repetition. Among contemporary Indian academics, there are 
therefore some who have consistently employed the term translation 
for the premodern period also.89

Counterintuitively, the classical translational practices of anuvāda 
(paraphrase), varṇaka (retelling), and chāyā (shadow) have not 
abated in modern India and exist side by side with the new forms of 
interlingual translation that became commonplace in British colonial 
India. By the nineteenth century, numerous translations of European 
and non-European works were produced in all Indian languages and 

85 Pollock, The Language of the Gods, pp. 344–45.
86 Harish Trivedi, ‘In Our Own Time, on Our Own Terms: “Translation” in India’, 

in Translating Others, ed. by Theo Hermans, 2 vols (New York: Routledge, 
2014), I, pp. 102–19 (p. 103), and ‘Translation in India: A Curious History’, 
in The Book Review (New Delhi), 42.2 (2018). For Trivedi’s earlier notion 
of an ‘older pre-colonial translational practice in India’, cf. Susan Bassnett 
and Harish Trivedi, ‘Introduction: Of Colonies, cannibals and vernaculars’, 
in Post-Colonial Translation: Theory and Practice, ed. by Susan Bassnett and 
Harish Trivedi (London: Routledge, 1999), pp. 1–18 (p. 10). For an extended 
critique of Trivedi’s view, see Francesca Orsini, ‘Poetic Traffic in a Multilingual 
Literary Culture: Equivalence, Parallel Aesthetics, and Language-Stretching 
in North India’, in Prismatic Translation, ed. by Matthew Reynolds (Oxford: 
Legenda, 2019), pp. 51–71. 

87 For the proposition of the theoretical term ‘transcreation’, see P. Lal, 
Transcreation: Two Essays (Kolkata: Writers Workshop, 1972). 

88 On the common senses of the English word translation and the term’s 
etymological Latin metaphors, see Matthew Reynolds, The Poetry of 
Translation: From Chaucer & Petrarch to Homer & Logue (Oxford: Oxford 
University Press, 2011), pp. 3–11. Also, see Samuel Johnson’s traditional 
definition of translation as ‘the act of turning into another language’, in A 
Dictionary of the English Language, 2 vols (London: Knapton, Longman, Hitch, 
Hawes, Millar, & Dodsley, 1755), II, p. 2086.

89 For instance, Ganesh N. Devy, In Another Tongue: Essays on Indian English 
Literature (Frankfurt am Main: Peter Lang, 1993), pp. 117–18, and T. Vijay 
Kumar, ‘Translation as Negotiation: The Making of Telugu Language and 
Literature’, in History of Translation in India, ed. by Tariq Khan et al. (Mysuru: 
National Translation Mission, Central Institute of Indian Languages, 2017), 
pp. 13–32 (p. 19). 
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copious translations between the different Indian regional languages 
themselves began to flourish across the continent initiating the era 
of modern translational practices alongside scholarly methods of 
philology.90 

Post-independence India has become home to new sophisticated 
paradigms of semantic equivalence, fusing traditional forms of 
linguistic sciences with modern forms of vernacular textualities. 
Innovative efforts to produce modern literal translations of classical 
Indian works have drawn on indigenous reading practices to balance 
the subjectivity of translation with the objectivity of grammatical 
scrutiny. It suffices to mention the large body of work by the 
contemporary Rajasthani scholar Kamal Chand Sogani employing 
what is known as the samjhane kī Sogāṇī paddhati (समझिे की सोगथाणी पद्िधि 
Sogāṇī Comprehension Method) of vyākarṇātmak anuvād (व्यथाकरणथात्मक 
अिुवथाि grammatical translation).91

It is in this ambience that the modern Hindi concept of anuvād 
(translation) was coined and persists as a household term into the 
twentieth and twenty-first centuries in the complex literary landscape 
of India, and it is in this sense that the Indian translations of Jane Eyre 
are referred to as anuvād (translations).92

90 For the emergence of modern translation practices in colonial India, see, 
e.g., the study of Odia translation in nineteenth-century Orissa by Ramesh 
C. Malik and Panchanan Mohanty, ‘History of Odia Translations (1803–1936): 
A Bottom-up Approach’, in History of Translation in India, ed. by Tariq 
Khan et al. (Mysuru: National Translation Mission, Central Institute of 
Indian Languages, 2017), pp. 33–100, and the study of Marathi translation 
in nineteenth-century Maharashtra by Maya Pandit, ‘History of Translation 
Culture in Nineteenth Century Maharashtra: An Exercise in Colonial Cultural 
Politics’, in History of Translation in India, ed. by Tariq Khan et al. (Mysuru: 
National Translation Mission, Central Institute of Indian Languages, 2017), 
pp. 135–59. For a theoretical discussion of translation in India with a focus 
on Bengali literature, see Sukanta Chaudhuri, Translation and Understanding 
(New Delhi: Oxford University Press, 1999).

91 See, for example, Kamal Cand Sogāṇī and Śakuntalā Jain, Ācārya Kundkund-
racit Samayasār, 5 vols. (Jaipur: Apabhraṃśa Sāhitya Akādamī, 2015–2016). 
This translation into Hindi of Kundakunda’s Prakrit work Samayasāra, dated 
to the early first millennium, parses with precision the entire work through 
a vyākarṇik viśleṣaṇ (व्यथाकरणणक ववश्लेषण grammatical analysis), transforms 
the meter into prose through the method of anvay (अन्वय reiteration), and 
creates an exact translation relying on an approach of vyākarṇātmak anuvād 
(व्यथाकरणथात्मक अिुवथाि grammatical translation). 

92 Anuvād is the most common word for translation in the many different Indian 
regional languages. The writing of the Hindi word is identical to its Sanskrit 
ancestor in the Devanāgarī script. Other Indian words for translation include, 
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The below examination of the numerous anuvād (translations) 
of Jane Eyre into Indian bhāṣā (भथाषथा vernaculars) accordingly reveals 
a plethora of underground renditions of the literary work that 
stubbornly resist the superimposition of academic universalising 
definitions onto their proliferating praxis. The publications will 
be reviewed in chronological order in terms of their geographical, 
linguistic, and bibliographical distinctions. Through considering 
their varying length and degree of abridgement, through identifying 
their paratextual self-proclamations as translations or other textual 
forms, and through unpacking their modes of acknowledgement of 
the original novel and its author, it is hoped to reach a conclusion as to 
their translational status.

Following the period of the six decades of Indian Jane Eyre 
adaptations bracketed by the appearance of the Bengali novel Sarlā in 
1914 and the release of the Telugu film Śānti Nilayam in 1972, the late 
1970s witnessed the dawn of the era of Indian Jane Eyre translations. 
Only a single translation into Tamil had been produced earlier in 
the 1950s. To date, at least nineteen translations of Jane Eyre into 
nine South Asian languages have been published throughout India, 
Bangladesh, and Nepal: Tamil (1953), Bengali (1977, 1990, 1991, 2006, 
2010, 2011, 2018, 2019), Punjabi (1981), Malayalam (1983, 2020), 
Gujarati (1993, 2009), Nepali (1997), Assamese (1999, 2014), Hindi 
(2002), and Kannada (2014).

The very  first translation of Jane Eyre into an Indian language 
was published in  1953 by the Tirunelvēlit Ten̲n̲intiya Caiva-
cittānta Nūr̲patippuk Kal̲akam (த்ிருபநல்ஜவலித்் பத்ன்னிந்த்ிய 
ரசவசித்்த்ாந்த் நூற்பத்ிப்புக் கழகம் The South India Saiva 
 Siddhanta Publishing Society of Tirunelveli) in the South Indian city of 
Tirunelveli,  Tamil  Nadu. It is a translation into  Tamil language bearing 
the title Jēn̲ Ayar (ஜேன் அயை் Jane Eyre). The  translator is given as 
Kācināta Piḷḷai  Appātturai (காசிநாத் பிள்்ரள் அப்பாத்்துரை, 
1907–1989). The book consists of 110 pages. A slightly enlarged 
reprint in 143 pages was brought out under the title Jēn̲ Ayar: Ulakap 
pukal̲ per̲r̲a nāval (ஜேன் அயை்: உலகப் புகழ் பபற்ற நாவல் Jane 
Eyre: A World-Renowned Novel) in 2003 by the publishing house 
Cāratā Māṇikkam Patippakam (சாைத்ா மாணிிக்கம் பத்ிப்பகம்) in 

inter alia, Hindi rūpāntar (रूपथंािर), bhāṣāntar (भथाषथंािर), svakaraṇ (स्वकरण), Urdu 
tarjuma (مہ ر�سج  Tamil moḻipeyarppu (பமாழிபபயை்ப்பு), and Malayalam ,(�ست
vivarttanaṃ (വിവർത്തനം).



 1331. Jane, Come with Me to India

Chennai,  Tamil Nadu. The  translator’s name is given in the reprint as 
Kā  Appātturaiyār (கா அப்பாத்்துரையாை்).

The second translation was issued in 1977 in Dhaka, Bangladesh, by 
the publishing house Muktadhārā (মুক্তধ�র�). Entitled Jen Āẏār (সোে� আয়�র 
Jane Eyre), it was translated into Bengali by Surāiyā Ākhtār Begam 
(সুর�ইয়� আখত�র সোবাগম) in merely 43 pages.93

The third translation appeared four years later in 1981. It was 
rendered into the Punjabi language in the North-Western Indian state 
of Punjab under the title Sarvetam viśva mārit Jen Āir (ਸਰਵਤੇਮ ਵਵਸ਼ਵ 
ਮਾਵਰਤ ਜਨੇ ਆਇਰ The World-Renowned Jane Eyre) and was printed in 2000 
copies by the Bhāṣā Vibhāg (ਭਾਸ਼ਾ ਵਵਭਾਗ Language Department) in the 
city of Patiala, Punjab. The book’s front matter lists Charlotte Brontë 
as the mūl lekhak (ਮਲੂ ਲੇਖਕ original author) and the anuvādak (ਅਨੁਵਾਦਕ 
translator) as Kesar Siṅgh Ūberāi (ਕੇਸਰ ਵਸੰਘ ਊਬਰੇਾਇ, 1911–1994), who 
was a university professor. The precise number of pages of the slim 
volume is not known.94 

In 1983, a translation into Malayalam was published in the South 
Indian state of Kerala under the title Ṣārlaṟṟ Brōṇṭi: Jeyn Eyar (ഷാർലറ്

റ്
 

ബ്രാൺടി ജെയ്്ൻ എയർ Charlotte Brontë: Jane Eyre). The volume 
was published by Ḍi Si Buks (ഡി സി രുക്സ

റ്
 D. C. Books) in the city 

of Kottayam. The front matter characterises it as a punarākhyānaṃ 
(പുനരാഖ്്യാനം retelling) that was made by Yōgācārya En Gōvindan 
Nāyar (ബയാഗാചാര്യ എ്ൻ ബഗാവിന്ദ്ൻ നായര

റ്
 ). The book consists of 151 

pages. The latest fourth reprint was published in 2015 by the same 
press.

Another translation into Bengali language was published in 1990, 
again released by Muktadhārā in Dhaka, Bangladesh. It is entitled Jen 
Āẏār (সোে� আয়�র Jane Eyre). The book cover states that the version is 
saṃkṣepit o rūpāntarit (সংক্ষেনিিত ও রূি�ন্তনিরত abridged and transformed). 
The descriptive term saṃkṣepit (abridged) can etymologically be 
broken down into saṃ (সং altogether) and kṣepit (সোষেনিিত contracted). 

93 The Bengali language is used in Bangladesh as well as in the Indian state of 
Western Bengal, the capital of which is Kolkata, formerly known as Calcutta. 
It is remarkable that the majority of Jane Eyre translations have appeared in 
the Bengal region, which coincides with the fact that the very first literary 
adaptation of Jane Eyre from 1914 likewise appeared in Calcutta, Bengal. 
During colonial times, Calcutta was the cultural and maritime epicentre for 
British rule. 

94 The authors wish to thank Prof. Ronki Ram, the University of Panjab, and Prof. 
Kuldip Singh, Punjabi University Patiala, for their assistance with obtaining 
the bibliographical information of the Punjabi translation. 
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The word rūpāntarit is an adjectival form of the noun rūpāntar (রূি�ন্তর 
rendition). Moreover, the cover states that the book was created by 
Kabīr Caudhurī (কবাীর সো�ৌধুরী, 1923–2011), an award-winning Bangladeshi 
writer and translator. The volume consists of 50 pages. 

A different translation into Bengali was published in Kolkata, India, 
in 1991 by the publishing house Dev Sāhitya Kuṭīr Prāibheṭ Limiṭeḍ 
(সোেবা স�নিিত্য কুটীর প্�ইক্েট নিলানিমক্টড). It is entitled Jen Āẏār (সোে� আয়�র Jane Eyre) 
and was translated by Sudhīndranāth Rāhā (সুধীন্দ্র��থ র�ি�, 1897–1986). It 
has 88 pages. 

The first translation into Gujarati was issued in the West Indian state 
of Gujarat in 1993 by the publishing house Navbhārat Sāhitya Mandir 
(નવભારત સાહિત્્ય મંહિર) in the city of Ahmedabad. The book is entitled Śārloṭ 
Bronṭe kṛt Jen Eyar (શાર્્લલોટ બ્્લન્ટટે  કૃત જટેન એ્યર Jane Eyre written by Charlotte 
Brontë), while the front matter adds the English title Jane Eyre (Novel) 
by: Charlotte Bronte. It was translated by Hansā Sī. Paṭel (િંસા સી. પટટેર્). 
It is notable that the book cover names Paṭel as the anu., which stands 
for anuvādak (અનુવાિક translator), while the front matter mentions her 
as the bhāvānuvādak (ભાવાનુવાિક gist translator). Additionally, the front 
matter informs in English that the book was translated by Paṭel and 
that the mūḷ lekhikā (મૂળ ર્ટે હિકા original authoress) is Śārloṭ Bronṭe (શાર્્લલોટ 
બ્્લનટટે  Charlotte Brontë). The volume consists of 210 pages. This highly 
abbreviated Gujarati translation in conjunction with the complete 
Hindi (2002) and Kannada (2014) translations will be critical to the 
subsequent synoptic assessment of literalness and abridgement in the 
Indian reception of Jane Eyre.

A translation into Nepali was made by Sairu Rai in 1997, as can 
be determined from its citation in an article by the Indian literary 
historian Sudesh Manger.95

In 1999, a translation into Assamese was published in the city of 
Guwahati, Assam, in North-Eastern India by the publishing house 
Pūrbāñcal Prakāś (িূবাা�ঞ্�লা প্ক�শ). The volume is entitled Jen Āẏār (সোে� 
আয়�ৰ Jane Eyre) and was translated by Subhadrā Baruwā (সুেদ্� বাৰুৱ�). 
It has 151 pages.

In the year 2002, the first-ever translation into Hindi appeared. It 
was published by Rājkamal Prakāśan Prāiveṭ Limiṭeḍ (रथाजकमल प्रकथार्ि 

95 See Sudesh Manger, ‘History of English Translations and Its Influence on 
Nepali Literature’, in History of Translation in India, ed. by Tariq Khan et al. 
(Mysuru: National Translation Mission, Central Institute of Indian Languages, 
2017), pp. 371–412 (p. 391). For further bibliographical detail of the Nepali 
translation, see the List of Translations at the end of this book.
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प्रथाइवेट भिलधमटेड) in New Delhi and is entitled Jen Āyar (जेि आयर Jane Eyre) 
with added mention of the author Śārloṭ Bronṭe (र्थालो्शट ब्ररॉन्टे Charlotte 
Brontë). The front matter repeats the title and adds in parenthesis the 
word upanyās (उपन्यथास novel). Translated by Vidyā Sinhā (ववद्यथा भिसन्हथा),96 
who is characterised in the front matter as the anuvādikā (अिुवथादिकथा 
female translator), it consists of 472 pages and was printed in 450 
copies. Remarkably, this publication constitutes a fully unabridged 
and literal translation of the English novel. Only two other Indian 
publications can claim such status.

Another translation into Bengali was published in 2006 by the 
publishing house Sebā Prakāśanī (সোসবা� প্ক�শ�ী) in Dhaka, Bangladesh. 
The book is entitled Kiśor klāsik: Jen Āẏār, Liṭl Uimen, Bhyāniṭi Pheẏār 
(নিকক্শ�র ক্�নিসক সোে� আয়�র নিলাট্লা উইক্ম� ে্য�নি�টি সোেয়�র Teenager Classics: Jane 
Eyre, Little Women, Vanity Fair). The book cover states that it is a 
rūpāntar (রূি�ন্তর rendition) and that it was translated by Kājī Śāhnūr 
Hosen (ক�েী শ�ি�ূর সোি�ক্স�). On page five of the book, Śārlaṭ Branṭi (শ�লাাট 
ব্র�টি Charlotte Brontë) features as the author. The Jane Eyre portion of 
the book is found on pages 5–83. The literary term rūpāntar generally 
means translation and is likely to be taken as such by the Bengali 
reader. However, here it could have a narrower etymological sense of 
remaking a text into antar (অন্তর another) rūp (রূি form), hinting at a 
textual practice other than literal translation.

In 2009, a second translation into Gujarati was brought out by 
Bālvinod Prakāśan (બાર્હવન્લિ પ્રકાશન), a publishing house for children’s 
books in Ahmedabad, Gujarat. The book is a compilation of Oliver 
Goldsmith’s eighteenth-century novel The Vicar of Wakefield and 
Charlotte Brontë’s Jane Eyre. Entitled Veīkphīlḍano bhalo pādrī, 
Bicārī Anāth Chokarī (વટેઈકફીલ્્ડન્લ ભર્્લ પાિરી, હબચારી અનાથ છ્લકરી The Vicar 
of Wakefield, The Poor Orphan Girl), it preserves the original title of 
Goldsmith’s novel in translation, while it modifies the title Jane Eyre 
into The Poor Orphan Girl. The book cover adds the English subtitle Jane 
Eyre: By Charlotte Bronte, announces that it is a saṃkṣipt bhāvānuvād 
(સંહષિપ્ત ભાવાનુવાિ abridged gist translation), and informs the reader that 

96 Sinhā (b. 1935) grew up in Motihari, Bihar, and obtained her Ph.D. degree in 
English literature from Lalit Nārāyaṇ Mithilā University in Darbhanga, Bihar, 
in 1962. She has been involved in social service for women and children and 
has worked professionally at various educational institutions. In 1995, she 
was bestowed the National Teacher Award by the Government of India for 
her dedicated service in the field of women’s education. She is the author of 
several short stories and poems published in a number of magazines. 
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it was translated by Manasukh Kākaḍiyā (મનસુિ કાકહ્ડ્યા). The combined 
volume consists of 248 pages.

In 2010, a fifth translation into Bengali was released by Pāñjerī 
Pāblikeśans (ি�ক্ঞ্েরী ি�বানিলাক্কশন্স Panjeri Publications) in Dhaka, 
Bangladesh. The book is entitled Śārlaṭ Branṭi: Jen Āẏār (শ�লাাট নিব্রন্ট সোে� 
আয়�র Charlotte Brontë: Jane Eyre) and was published in the series 
Pāñjerī Sacitra Kiśor Klāsik Sirij (ি�ক্ঞ্েরী সনি�ত্র নিকক্শ�র ক্�নিসক নিসনিরে Panjeri 
Illustrated Teenage Classics Series). The book cover defines the book 
as a rūpāntar (রূি�ন্তর rendition) made by Dhrub Nīl (ধ্রুবা �ীলা), a writer 
of numerous children’s books. It consists of 168 pages and contains 
hand-drawn illustrations. 

A sixth translation into Bengali was made in 2011 by the publishing 
house Phrenḍs Buk Karṇār (সোরেন্ডস্ বুাক কর্া�র Friends Book Corner) in 
Dhaka, Bangladesh, under the title Śārlaṭ Branṭi: Jen Āẏār (শ�লাাট ব্রন্টি 
সোে� আয়�র Charlotte Brontë: Jane Eyre). The cover states that the anubād 
(অ�ুবা�ে translation)97 was made by Khurram Hosāhin (খুররম সোি�স�ই�). The 
volume amounts to 138 pages. 

The year 2014 saw the release of the sole translation of Jane Eyre 
into Kannada to date. It was published by Tēju Pablikēṣans (ತೇಜು 
ಪಬ್ಲಿಕೇಷನ್್ಸ ಸ್ Tēju Publications) in Bengaluru, Karnataka, and is entitled 
Jēn Air (ಜೇನ್ ಸ್ ಏರ ಸ್ Jane Eyre). The book cover states that the mūla 
(ಮೂಲ original) was composed by Śāleṭ Brāṇṭi (ಶಾಲೆಟ ಸ್ ಬ್ಾರಾಂಟಿ Charlotte 
Brontë) and that it is a Kannaḍakke anuvāda (ಕನ್ನಡಕಕೆ ಅನುವಾದ Kannada 
translation) made by Śyāmalā Mādhava (ಶಾಯಾಮಲಾ ಮಾಧವ ).98 The front 
matter gives the English title Jane Eyre (Charlotte Bronte’s English 
Novel) and specifies in Kannada Iṅgliṣ mūla: Śālaṭ Brāṇṭi (ಇಂಗ್ಲಿಷ ಸ್ ಮೂಲ 
ಶಾಲಟ ಸ್ ಬ್ಾರಾಂಟಿ English Original: Charlotte Brontë). It consists of 488 pages 
and was printed in 1000 copies. This literal translation of Jane Eyre is 
fully unabridged and is the second Indian publication of such status.

97 The Bengali word anubād is phonetically equivalent to Hindi anuvād. 
98 The Mumbai-based Mādhava (b. 1949) grew up in Mangalore, Karnataka, 

where she graduated from St Agnes College. She published her first poem 
at the age of eleven and went on to produce numerous stories, memoirs, 
translations, poems, travelogues, and articles in different magazines 
and journals. This award-winning translator served as the president of 
Śrījan (Excellent Persons), a forum for women writers in Mumbai. She has 
distinguished herself through translations into Kannada of Rafia Manzurul 
Amin’s Urdu novel Ālampanāh (1994), Margaret Mitchell’s English novel Gone 
with the Wind (2004), Mary Shelley’s English novel Frankenstein (2007), and S. 
V. Raju’s English biography M. R. Pai: The Story of an Uncommon Man (2013). 
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In 2014, a second translation into Assamese appeared. The book is 
published by Śarāighāṭ Prakāśan (শৰ�ইঘ�ট প্ক�শ�) in Guwahati, Assam, 
and bears the title Jen Eẏār (সোে� এয়�ৰ Jane Eyre) and the subtitle Śbārlaṭ 
Braṇṭir ‘Jen Eẏār’ra anubād (শ্�ৰলাট ব্রণ্টিৰ ‘সোে� এয়�ৰ’ৰ অ�ুবা�ে Translation of 
Charlotte Brontë’s Jane Eyre). The book, which is the second edition, was 
published in the series Kāljaẏī Sāhitya (ক�লােয়ী স�নিিত্য Timeless Literature). 
It was translated by Junu Mahanta (েু�ু মিন্ত) and has 147 pages. 

The seventh translation into Bengali was brought out in 2018 by 
the publishing house Biśbasāhitya Bhaban (নিবাশ্স�নিিত্য েবা�) in Dhaka, 
Bangladesh. It is entitled Śārlaṭ Branṭir pāṭhaknandit o śilpottīrṇa 
upanyās: Jen Āẏār (শ�লাাট ব্রন্টির ি�ঠক�নিদিত ও নিশক্্প�ত্তীর্া উি�্য�স সোে� আয়�র 
Charlotte Brontë’s Delightful and Artistic Novel: Jane Eyre). The book 
cover states that it is an anubād o sampādanāy (অ�ুবা�ে ও সম্�ে��য় 
translation and edition) and a kiśor saṃskaraṇ (নিকক্শ�র সংস্করর্ version 
for teenagers) created by Muhaḥ Jākir Hosen (মুিঃ ে�নিকর সোি�ক্স�). It 
consists of 144 pages.

An eighth translation into Bengali appeared the following year in 
2019, published by Uttaraṇ (উত্তরর্) in Dhaka, Bangladesh. The title is 
Jen Āẏār (সোে� আয়�র Jane Eyre). The cover states that it is a bhāṣāntar 
(ে�ষ�ন্তর translation) made by Sālehā Caudhurī (স�ক্লাি� সো�ৌধুরী) and that the 
mūl (মূলা original) is by Śārlaṭ Branṭi (শ�লাাট ব্রন্টি Charlotte Brontë). It has 
128 pages. 

Finally, in 2020 there appeared a second translation into Malayalam 
language by Saikataṃ Buks (സസകതം രുക്സ

റ്
 Saikatham Books) 

in the South Indian city of Kothamangalam, Kerala. The Malayalam 
title of the translation is Jeyn Eyr (ജെയ്്ൻ എയ്ർ Jane Eyre) with the 
added English subtitle Jane Eyre: Charlotte Brontë. The back cover 
states that it is a vivarttanaṃ (വിവർത്തനം translation) created by 
Sāṟa Dīpa Ceṟiyān (സാറ ദീപ ജചറിയാ്ൻ). It consists of 304 pages. Its 
voluminous size suggests that the translation might be unabridged 
and literal, perhaps constituting the third publication of that nature. 
The Malayalam term vivarttanaṃ is etymologically derived from 
Sanskrit vivartana (वववि्शि turning) and is cognate with the Latin vertere 
(turning), which when speaking of translation evokes an image of 
turning a text from one language into another.

From the above treatment of the nineteen South Asian Jane Eyre 
renderings, it transpires that modern Indian languages employ a wide 
array of literary terms to denote the creators of textual transference 
and their activities. Whereas the literary and cinematographic 
adaptations of Jane Eyre do not in any way acknowledge their debt 
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to Charlotte Brontë and accordingly leave out any technical term 
to identify themselves as reworkings of the novel, the translations 
invoke the name of the English writer, provide the original title of 
the novel, and explicitly characterise themselves using labels that 
describe translational forms that signify their makers as translators 
and their literary products as translations. These important 
classificatory markers allow for a theoretical reflection on translation 
as fundamentally characterised by exhibiting semiotic signs of textual 
transference, which sets it apart from adaptation, and will open 
onto the ensuing discussion of what distinguishes translation from 
adaptation and abridgement. 

The designation used most frequently for the makers of the Jane Eyre 
translations is the term anuvādak (translator) employed in the abridged 
translations into Punjabi (1981) and Gujarati (1993). The gender-specific 
anuvādikā (female translator) appears but once in the unabridged and 
literal translation into Hindi (2002), even though many of the nineteen 
Jane Eyre translators are women. Finally, a unique Indian appellative 
bhāvānuvādak (gist translator) surfaces in the context of the abridged 
Gujarati translation (1993) and notably it appears in an abstract form as 
bhāvānuvād (gist translation) in the other abridged Gujarati translation 
(2009). The two Gujarati translations are the only cases where the 
notion of bhāv (ભાવ gist) is stressed. Literally, the word bhāv carries the 
sense of gist, or main idea, i.e., it denotes the quintessence or general 
meaning of a work. Additionally, the word bhāv may in some contexts 
carry the sense of emotion, particularly a poetic sentiment, which 
could be taken as expressing the general spirit of a work. To capture 
this semantic range, the term bhāv shall here be rendered into English 
as ‘gist’ understood in the sense of general contents. The compound 
form bhāvānuvād (gist translation) can then be broken down into the 
two constituent parts bhāv (gist) and anuvād (translation). At times, 
it has been rendered into English as free translation although more 
precisely it denotes a gist translation in the sense that the translation 
attempts to convey only the main drift, including the overall emotional 
sentiment, of the source text. In this sense, it is in opposition to the 
Hindi term śābdik anuvād (र्थाव्दिक अिुवथाि literal translation) connoting an 
unabridged anuvād (translation) of each śabd (र््दि word). 

More broadly, the term bhāvānuvād (gist translation) has especially 
been used by contemporary Gujarati Jain scholars for their free 
translations of classical Prakrit and Sanskrit texts into modern Gujarati, 
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Hindi, or English languages.99 Appropriately, the objective of the 
bhāvānuvādak (gist translator) is not to create an exhaustive semantic 
anuvād (translation) of the individual śabd (words) but to encapsulate 
the bhāv (gist, sentiment) behind the textual passages without 
changing the storyline, as it is done in an anurūpaṇ (adaptation). In 
this sense, bhāvānuvād could be taken as an overall Indian term for 
abridged translation. 

Nevertheless, perhaps the most intriguing aspect of the Indian 
translational nomenclature is the insistence on assigning the 
Hindi, Bengali, Assamese, Kannada, and Malayalam translations 
with the respective standard terms anuvād (translation), anubād 
(translation) or bhāṣāntar (translation), anuvāda (translation), and 
vivarttanaṃ (translation), applied to both unabridged as well as 
abridged publications. At the same time, not all the abridged Jane 
Eyre translations label themselves in such definite terms. The 1983 
abridged Malayalam translation of Jane Eyre characterises itself as a 
punarākhyānaṃ (retelling), whose morphemes punar (പുനർ again) 
and ākhyānaṃ (ആഖ്്യാനം telling) echo the medieval South Indian poet 
Pampa’s description of his own abridged Mahābhārata poem in the Old 
Kannada language as a varṇaka (retelling) of the larger Sanskrit source 
text. By the same token, some of the Bengali abridged translations label 
themselves as rūpāntar (rendition) and not as anubād (translation), 
as it is the case with the Bengali publications implicitly intended 
for teenage readers (1990, 2010, 2019) or specified as such with the 
phrases kiśōr klāsik (teenager classic) and kaiśōr saṃskaraṇ (version 
for teenagers) in three other Bengali editions (2006, 2010, 2018). 

Overall, when considering the nineteen Indian Jane Eyre 
translations, the basic distinction underlying the principle of 
equivalence is between saṅkṣipt (संवक्षप्ि abridged) and asaṅkṣipt 
(असंवक्षप्ि unabridged). Although only two publications (Bengali 1990, 
Gujarati 2009) make explicit use of the technical term saṅkṣipt or 
saṃkṣepit (abridged), the textual analysis as well as the condensed 
volume size of fourteen other publications (Tamil 1953, Bengali 1977, 
1991, 2006, 2010, 2011, 2018, 2019, Punjabi 1981, Malayalam 1983, 
Gujarati 1993, Nepali 1997, Assamese 1999, 2014) corroborate that 

99 See, for instance, the Prakrit canonical work with bhāvānuvād translations 
into  Hindi and English by Amarmuni, Śrīcand Surānā, and Rājkumār  Jain, 
Sacitra Antakr̥ddaśā sūtra: mūl pāṭh, Hindī-Aṅgrejī bhāvānuvād tathā vivecan 
sahit (viśoṣ pariśiṣṭa, Antakr̥ddaśā mahimā) (Delhi: Padma Prakāśan, 1999).
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they too must be considered saṅkṣipt (abridged) in contrast to the 918 
pages found in the first edition of Brontë’s English novel from 1847, or 
the 400 to 600 pages typical of modern English editions. The remaining 
three literal translations (Hindi 2002, Kannada 2014, Malayalam 2020) 
must conversely be defined as asaṅkṣipt (unabridged), a term whose 
individual morphemes mean a (अ not), saṃ (सं altogether), and kṣipt 
(वक्षप्ि contracted). 

On the whole, in view of the fact that the Indian Jane Eyre translations 
consistently acknowledge their reliance on Charlotte Brontë’s novel 
and that nine of the nineteen publications, including both abridged 
and unabridged versions, explicitly declare themselves as anuvād 
(translation) through some form of translational nomenclature, such 
as rūpāntar (rendition), it must be concluded that the totality of the 
nineteen Jane Eyre publications in Indian bhāṣā (vernaculars), in spite 
of their varying forms and degrees of equivalence, uniformly are to 
be considered translations in the broad sense of the English term 
denoting textual transference. Ergo, they are all translations. 

At the same time, the limitation dictated by the provision of 
Jakobsonian semantic equivalence makes it impossible to include 
the full range of these Indian adaptational and translational forms 
under the English notion of translation and to appreciate these 
renderings on their own terms. To encompass and study the full range 
of Indian Jane Eyre renditions, it is necessary to put forth a new and 
more inclusive theoretical elucidation of the term translation. Such 
broadened principles shall here be rooted in India’s own literary 
terminology, formal analysis, conceptual history, and philosophy. 
The proposed theory has to step away from the pitfalls of semantic 
equivalence and be sufficiently non-hierarchical to acknowledge the 
actual praxis of adaptation and translation on the subcontinent. It 
must stretch the Jakobsonian notion to encompass both premodern 
and modern, classical and non-classical, as well as theoretical and 
practical manifestations of Indian literary practices. Furthermore, the 
ramifications of the definition must make it possible to apply the term 
in the interpretation of actual literary texts. The proposed definition 
is thus:

An anurūpaṇ (अिुरूपण adaptation) or anuvād (अिुवथाि translation) is a pariṇāmī 
paryāy (पररणथामी पयथा्शय transformed modality) derived from the dravya (ि्रव्य 
substance) of a srot pāṭh (स्रोि पथाठ source text) through dravyārthik samtulyatā 
(ि्रव्यथाध्थ्शक समिुल्यिथा substantive equivalence) in a kathātmik vyākhyā (क्थथाधत्मक 
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व्यथाख्यथा narrative interpretation) instantiating a sāhityik prakār (सथावहधत्यक प्रकथार 
literary type).

Without the use of the technical literary terms in Hindi, the proposed 
definition is:

An adaptation or translation is a transformed modality derived from the 
substance of a source text through substantive equivalence in a narrative 
interpretation instantiating a literary type.

The proffered definition juxtaposes and puts on equal footing what 
are normally regarded as two distinct literary forms, anurūpaṇ 
(adaptation) and anuvād (translation). The postulated correspondence 
between the two is a consequence of broadening anuvād (translation) 
to include forms of non-semantic equivalence. Nevertheless, the 
differentiation between the two terms is maintained in order to uphold 
a narrative criterion, whereby anurūpaṇ (adaptation) is understood as 
involving changes to the overall storyline and setting whereas anuvād 
(translation) does not. 

Both anurūpaṇ (adaptation) and anuvād (translation) are in the 
proposed definition philosophically characterised as pariṇāmī paryāy 
(transformed modality) entailing an evolution of a dravya (substance). 
In Indian philosophy, the ancient Sanskrit concept of pariṇāma (पररणथाम 
transformation), in Hindi romanized as pariṇām, is an ontological 
position linked with a processual view of causation, according to 
which causes evolve into effects that inhere in their causes. The causes 
and effects are all paryāy (पयथा्शय modalities) existing as individual 
states within the single continuum of a given entity. The continuum 
is a dravya (substance) being an abstract form that permeates all its 
paryāy (modalities) from the first cause to any subsequent effect. 

The traditional exemplifications for this ontological principle 
presented in the classical Indian sources are the element of jal (जल 
water) and kanak (किक gold). The dravya (substance) jal (water) is 
said to exist in different paryāy (modalities) of liquid, ice, and vapour, 
which are pariṇām (transformations) of the same dravya (substance) 
sharing a quality of jaltva (जलत्व waterness). Similarly, the dravya 
(substance) kanak (gold) exists in different paryāy (modalities) of 
gold ore, unwrought purified gold, and gold jewellery, which are 
pariṇām (transformations) sharing a characteristic of kanaktva 
(किकत्व goldness). Significantly, none of these paryāy (modalities) is 
more important or original than the other, each being just a mere 
instantiation of the same underlying dravya (substance).
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When applied to translation theory, the ontological principles of 
(1) pariṇām (transformation), (2) paryāy (modalities), and (3) dravya 
(substance) respectively correspond to (1) the creative process, (2) the 
limitless versions of source texts, adaptations, and translations, and 
(3) the shared literary type. In the case at hand, the dravya (substance) 
Jane Eyre can be said to exist in different paryāy (modalities) of the 
source text, adaptations, and translations, which all are pariṇām 
(transformations) sharing a quality of janeeyreness. None of these 
paryāy (modalities) is more important or original than the other, each 
being a mere instantiation. 

The dravya (substance) Jane Eyre then signifies an abstraction 
of the literary text as a prototype or archetype. The prototype is a 
sāhityik prakār (literary type), which incorporates within it all the 
concrete instances of the novel. Notably, the substance is not limited 
to the source text, which means that the prototype or hypotext for 
a given translation is not necessarily confined to the work in the 
original language. Rather, the abstract substance is augmented by 
each new instance. This may be seen in the way in which the Indian 
cinematographic adaptations of Jane Eyre display a clear progressive 
development of certain elements of the story over the course of the 
individual adaptations. The later adaptations simulate not only 
Brontë’s original work but also the earlier Indian film adaptations. For 
instance, the 1969 Telugu thriller Ardharātri bears more resemblance 
to the preceding Indian film adaptations than it does to Brontë’s novel. 
The process of augmentation of the substance may be seen in the 
way in which a given translation may bear close resemblance to the 
style of earlier translations of the work and, in such a case, exhibits 
equivalence with its source text in the original English language as 
well as with certain earlier translations in the target language. 

Janeeyreness is the quality that identifies a given text as belonging 
to a prototype, consisting in the elements of the text that exhibit 
comparative equivalence to that type. In the case of the Indian Jane 
Eyre adaptations, these elements are primarily the repeated motifs 
of the orphan girl, the romantic relationship with the estate owner, 
his hidden mad wife, and the portentous fire, which, as points of 
typological similitude, provide the reader or viewer with a recognition 
of the literary type in the given textual or filmic instance.

The concept of samtulyatā (equivalence) can consequently be 
broadened to include the new notion of dravyārthik samtulyatā 
(substantive equivalence) encompassing but not limited to śābdārthik 
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samtulyatā (र्था्दिथाध्थ्शक समिुल्यिथा semantic equivalence), since the different 
paryāy (modalities) are considered equal in the common dravya 
(substance) as a shared sāhityik prakār (literary type). Each paryāy 
(modality) is different through its pariṇāmī (transformed) kathātmik 
vyākhyā (narrative interpretation) into, for example, an adapted 
screenplay or a rendition for teenagers. Each paryāy remains a 
unique instantiation of the dravya (substance) Jane Eyre as the sāhityik 
prakār (literary type) of janeeyreness. In modern literary discourse, 
the polarity between dravya (substance) and paryāy (modality) is 
reminiscent of the differentiation between the singular work (French 
oeuvre) and the pluralised texts (French texte) introduced by the 
literary critic Roland Barthes.100

In the classical Indian context, this polarity harks back to the Indian 
notion of naya (िय perspective), which opens the door to a new literary 
dialectical hermeneutic, which could be termed anuvādik nayavād 
(अिुवथादिक ियवथाि translational perspectivism).101 The hermeneutic of 
translational perspectivism entails bifurcated aspects of a dravyārthik 
naya (ि्रव्यथाध्थ्शक िय substantive perspective) and a paryāyārthik 
naya (पयथा्शयथाध्थ्शक िय modal perspective).102 From a dravyārthik naya 
(substantive perspective) there is an emphasis on sameness and 
belonging to an abstract literary type. Oppositely, from a paryāyārthik 
naya (modal perspective) there is emphasis on difference and being 
unique, resulting in a dialectic between the various instances of the 
dravya (substance). 

In the former case of adopting a substantive perspective, there is 
a sense of continuity, as when viewing Jane Eyre as a singular literary 
work across all its many different textual instantiations in both the 
source and target languages. This would include the various editions and 
reprints of the English text, the literal translations into other languages, 

100 Roland Barthes, ‘From Work to Text’, in The Rustle of Language, trans. by 
Richard Howard (New York: Hill and Wang, 1986), pp. 56–64. 

101 The proposed theoretical term perspectivism creates an intercultural parallel 
to the philosophy of perspectivism in the European continental tradition 
associated especially with the thought of the German mathematician Gottfried 
Wilhelm Leibniz (1646–1716). 

102 On the Indian distinction between substantive and modal perspectives, 
see the eleventh-century  Indian philosophical treatise Ālāpapaddhati 
by the  Jain author Devasena, sūtra no. 40,  Sanskrit edition by Mukhtār 
Ratancand Jain, Śrīmaddevasenācāryaviracitā Ālāpapaddhati aparanāma 
dravyānuyogapraveśikā (Saharanpur, Uttar Pradesh: Prācīn Ārṣ Granthāyatan, 
1940; reprint 2003, pp. 8–10.
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as well as other forms of reworking the text that are semantically more 
divergent, as seen with the abridged versions and gist translations. 
It would also include the more creative adaptations of Jane Eyre in 
literature, film, or other media, such as illustrated comic books. All these 
versions can then be considered multifarious instances of the same 
underlying literary work in the abstract sense of a substance, given that 
they all share certain defining characteristics of janeeyreness, i.e., they 
are recognizable as individual forms of that literary type. 

In the latter case of adopting a modal perspective, the accentuation 
shifts from viewing sameness to perceiving the individual differences 
between one instantiation and the next in a non-hierarchical sense, 
even when a given instance exhibits little or no semantic equivalence 
to its source text. 

The hermeneutic of translational perspectivism has the advantage 
that it allows for the continued use of the common terms adaptation, 
abridgement, and translation while dispensing with any textual 
hierarchy between them. All modalities of the novel in any form may 
be regarded as pluralised texts that are instantiations of the same 
singular literary work and each modality augments the substance 
of the literary work with a new reiteration. In this view, an abridged 
translation of Jane Eyre, in spite of its brevity, can rightfully be 
regarded as a translation tout court, because each rendering exhibits 
a unique modality of shared janeeyreness. 

Bhāṣā in Jane Eyre: The Epiphany of 
Substantive Equivalence

Although itself a classic, Jane Eyre was not written in a European classical 
language such as Latin. Rather, like many other authors of the Victorian 
era, Charlotte Brontë made use of a colloquial English language in a 
written literary form, which is far removed from the European classical 
notion of prose.103 Aptly, the Indian translations of Jane Eyre display a 
comparable vernacularity that is embedded in the myriad of Indian 
bhāṣā, a term literally meaning speech, which since the early nineteenth 
century onwards has generally come to denote language in a vernacular 

103 For the argument that Jane Eyre is not written in prose, see Charles Lock, 
‘Why Novels Are Not Written in Prose’, Ink, 2 (Copenhagen: University of 
Copenhagen, Department of English, Germanic and Romance Studies, 2010), 
14–16.
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non-classical sense.104 The Indian bhāṣā (vernacular) of Hindustani was, 
in point of fact, what Jane herself engaged in learning when presented 
with the prospect of going to India in the early nineteenth century. 
Globally, the nineteenth century witnessed a swell of the vernaculars 
and as the tremendous wave of translational activities swept the 
world, universities were propelled to establish numerous language 
departments, a development also seen in India. 

Correspondingly, Jane Eyre was never translated into any classical 
language of India and the colloquial character of Brontë’s English is 
closely reflected in the Indian translations of Jane Eyre of the twentieth 
and twenty-first centuries. Brontë’s Victorian English is not readily 
understandable to most Indian readers and the fact that the Indian 
book market is dominated by abridged Indian versions of Jane Eyre 
aimed especially at an adolescent audience confirms the complexities 
that Indian school pupils face when studying the English classics of 
the nineteenth century. 

Fittingly, the Indian translators of Jane Eyre are mostly from an 
educational background and the majority of them are women. The 
translations are typically produced by retired Indian schoolteachers 
and small Indian publishing houses warmly welcome new abridged 
translations of any well-known English classic.105 An abridged 
translation offers an easier read free from the many difficulties that 
exist in accessing and comprehending all the literary, cultural, and 
historical intricacies of nineteenth-century English writing, which 
undoubtedly persist for the average Indian reader even when served 
in a good literal translation. The abridged translations likewise have 
the purpose of providing school pupils with book summaries of the 
major classics. Reading Jane Eyre in a local bhāṣā (vernacular) makes 
the novel intelligible but in a cultural frame that differs from that of 
the English language.

104 For a historical overview of the term bhāṣā and other Indian linguistic forms 
and registers of speech, see Friedlander, ‘Before Translation?’, pp. 47–49.

105 Oral information (November, 2018) obtained from the owners of the 
publishing house Navbhārat Sāhitya Mandir in Ahmedabad, Gujarat, the 
publisher of the first Gujarati abridged translation of Jane Eyre in 1993. The 
same publishing house has also brought out Gujarati abridged translations 
of many other English and French classics, such as Jane Austen’s Pride and 
Prejudice, Mary Ann Evans’s (pen name George Eliot) Silas Marner, Victor 
Hugo’s Les Miserables, Thomas Hardy’s The Mayor of Casterbridge, Charles 
Dickens’s Great Expectations, Jules Verne’s Around the World in Eighty Days, 
and Jonathan Swift’s Gulliver’s Travels. 
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Whether abridged or literal, a translation into an Indian bhāṣā 
(vernacular) transforms the source text in a way that empowers the 
reader to create a new kathātmik vyākhyā (narrative interpretation) 
of the story within the bhāṣā itself. Reading a foreign classic in a 
native bhāṣā transports the story into the richness of the bhāṣā’s own 
language, culture, and aesthetic sense. Poetically, such transformation 
can be compared to a scene early in Ār. Sī. Talvār’s Jane Eyre film 
adaptation Saṅgdil. In the act, the orphan girl Kamlā and her childhood 
friend Śaṅkar go to the household nursemaid to hear a fairy tale.106 As 
Kamlā listens attentively to the story about a princess and a prince, the 
stage instantly transforms from the outer setting of the nursemaid’s 
quarters into Kamlā’s inner imagination, where she places herself into 
the narrative as its central female character, the princess. At this point, 
the princess is attacked in her palace by an evil witch in the form 
of Kamlā’s strict stepmother. When she escapes up a flight of stairs 
leading to the top of a tower, she calls out to her friend, the prince in 
the form of Śaṅkar, who swiftly comes to her rescue. Abandoning the 
confines of the palace, the prince and princess then ride together on 
his white stallion through the sky among white clouds while singing a 
duet about their love far away from this stern world.107 The refrain of 
the song goes ājā basā leṃ nayā saṅsār (आजथा बसथा लं ियथा संसथार ‘Come, let’s 
inhabit a new world!’).108 This transfiguration from outer realism to 
inner self-imagination is an apt allegory for the transformative nature 
of translation, which changes the literal strictures of the source text 
into a new imaginative world in the target language, augmenting the 
substance of the literary work. In this vein, the transformative aspect 
of the bhāṣā is closely linked with how the equivalence of translation 
is to be understood. Jakobson’s principle of equivalence, which could 
be compared to an equals sign placed between the source and target 
languages in the translational equation, is semantic in nature. 

106 The scene starts at minute 04:57.
107 The clouds and the landscape below could be taken as a literary allusion to 

the famous lyric poem Meghadūta (The Cloud Messenger) by the classical 
Sanskrit poet Kālidāsa, wherein a newly-wed young god exiled to a mountain 
top in central India implores a monsoon cloud drifting by to carry a deep-
felt love message to his beloved wife living in the divine city on Mt. Kailash 
in northern India, describing in florid detail the varied landscapes that the 
cloud must traverse on its path going north. 

108 The song is entitled Dhartī se dūr gore bādloṃ ke pār (िरिी से दूर गोरे बथािलथा ंके पथार Far 
from the Earth, Across the White Clouds). It was performed in the film as vocal 
playback by the singers Āśā Bhosle (b. 1933) and Gītā Datt (1930–1972). 
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However, close examination of the Indian literal translations 
of Jane Eyre reveals that sameness in meaning not only tends to be 
transferred interlingually from English to Indian bhāṣā (vernacular) 
but intermittently emerges intralingually from within the linguistic 
structure of the bhāṣā itself, because the very nature of language is 
the intralingual and not interlingual generation of meaning ‘through 
differences without positive terms’.109 Accordingly, words take on their 
own meaning in the bhāṣā (vernacular) through internal semantic 
contrasts rather than through semantic equivalence between the 
English word and its Indian bhāṣā correlate. The translational equation 
has dravyārthik samtulyatā (substantive equivalence), encountered 
oftentimes in abridged translation and adaptation. The greater 
freedom of creative license afforded by abridged translation and 
adaptation in recreating the original work in the bhāṣā (vernacular) 
at times endows both with a stronger transformative power than is 
usually met with in a translation that is strictly literal and espouses 
semantic equivalence. On that account, the equals sign becomes the 
shared dravya (substance) of the abstract literary work rather than a 
reciprocal word-for-word signification. 

To illustrate the unstable nature of equivalence, two sets of 
synoptic parallels presented below will serve as a basis for discussing 
its ramifications. To begin with, two literal bhāṣā translations will be 
juxtaposed against the English original exemplified by three selected 
passages. Thereafter, an abridged bhāṣā translation will be contrasted 
with the same two literal bhāṣā translations and the English original 
exemplified by two selected passages. 

In the first synoptic survey, the two bhāṣā translations into Hindi 
(2002) and Kannada (2014) will be considered, representing a North 
Indian Indo-European language and a South Indian Dravidian language 
respectively. Overall, the translational equation between the English 
original Jane Eyre and the Hindi and Kannada literal translations can 
be said to be predominantly of a semantic character reflected both in 
the Indian bhāṣā (vernacular) and in the back-translations.110 A typical 
example would be the faithful rendering of the following:

109 Ferdinand de Saussure, Course in General Linguistics, trans. by Wade Baskin, 
3rd edn (New York: McGraw-Hill Book Company, 1959), p. 12.

110 The term back-translation means a literal re-translation of a translated 
sentence back into its original language, which in the present case is the 
literal re-renderings of the Hindi and Kannada translations back into English 
found beneath the romanizations. 
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English111 Hindi112 Kannada113

‘I want you to 
give up German 
and learn 
Hindostanee’

मैं चथाहिथा हूूँ  वक िुम जम्शि सीखिथा छाोड़ 
िो और वहन्िसु्िथािी भथाषथा सीखो ।

maiṃ cāhtā hūm̐ ki tum 
jarman sīkhnā choṛ do aur 
Hindustānī bhāṣā sīkho. 

I want that you give up 
learning German and 
[instead] learn Hindustani 
language.

ನೀೇನು ಜಮಣನ್ ಸ್ 
ಬ್ಟ್ುಟುಬ್ಟ್ುಟು ಹಿಂದುಸ್ಾತಾನೀೇ 
ಕಲ್ಯಬೇೇಕಂದು 
ಬಂಯಸ್ುತತಾೇನೆ.
nīnu jarman biṭṭubiṭṭu 
hindustānī kaliyabēkendu 
bayasuttēne.

I want you to give up German 
[and] learn Hindustani.

The Hindi and Kannada translations here transfer the source text into 
the target languages with complete and equivalent meaning. 

Among the sentences that closely reproduce the original text, 
a fraction exhibits minor semantic variance, especially when the 
English text uses culturally specific elements:

111 JE, Ch. 34.
112 Sinhā, Jen Āyar, p. 413.
113 Mādhava, Jēn Air, p. 421.
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English114 Hindi115 Kannada116

‘And I shall see 
it again,’ he said 
aloud, ‘in dreams 
when I sleep 
by the Ganges: 
and again in a 
more remote 
hour — when 
another slumber 
overcomes me — 
on the shore of a 
darker stream!’

वफर जोर से बोले, ‘मैं इन्हंे वफर िेखूूँगथा, 
स्वप्ि मं, जब मैं गंगथा के पथास सो रहथा 
हूूँगथा, और वफर वकसी सुदूर घड़ी मं जब 
धचर-विि्रथा मुझे वकसी अूँ िेरी ििी के पथास 
गोि मं ले लेगी ।’

phir jor se bole, ‘maiṃ 
inheṃ phir dekhūṅgā, 
svapna meṃ, jab maiṃ 
gaṅgā ke pās so rahā 
hūṅgā, aur phir kisī sudūr 
ghaṛī meṃ jab cir-nidrā 
mujhe kisī andherī nadī ke 
pās god meṃ le legī.’

Then he said loudly, ‘I will 
see them again, in dreams, 
when I will be sleeping 
near the Gaṅgā [river], 
and then again in a remote 
moment, when a deep 
sleep will take me into [its] 
lap near some dark river.’

‘ನ್ಾನದನು್ನ ಪುನಃ ಕಾರ್ಣುವೆ’ 
ಅವರು ಗಟಿಟುಯಾಗ್ 
ಅಂದರು, ‘ಗಂಗಾತೇರದಲ್ಲಿ 
ಮಲಗ್ರುವಾಗ, ಮತತಾ 
ಇನ್ಾಯಾವುದೇೂೇ ನದೇದಡದಲ್ಲಿ , 
ಮಲಗ್ರುತ್ಾತಾ, ಕನಸಿನಲ್ಲಿ ಮತತಾ  
ಕಾರ್ಣುವೆ.’
‘nānadannu punaḥ kāṇuve’ 
avaru gaṭṭiyāgi andaru, 
‘gaṅgātīradalli malagiruvāga, 
matte inyāvudō nadīdaḍadalli, 
malagiruttā, kanasinalli matte 
kāṇuve.’

‘I will see it again,’ he said 
loudly, ‘while sleeping 
on the bank of the Gaṅgā 
[river], [and] then again 
while sleeping on the shore 
of another river, I will see it 
again in [my] dreams.’

The Hindi translation displays minor semantic variance to the source 
text in its slightly nondescript rendering of the English ‘on the shore 
of a darker stream’ into kisī andherī nadī ke pās ‘near some dark 
river’, while the Kannada translation employs a less distinguished 
expression inyāvudō nadīdaḍadalli ‘on the shore of another river’. 
Both translations in varying degree lack the deeper connotation of 
the English phrase ‘a darker stream’, which in the passage symbolises 
death by implying the ancient Greek notion of the mythological river 
Styx in the afterlife or the Christian trope of mythological rivers in the 
underworld appearing in Dante’s Divine Comedy. The Hindi translation 
manages to convey the sense of dying with its images of deep sleep 
and a dark river, but does not evoke any allegorical reference to 
Greek or Christian mythology. The Kannada translation, in contrast, 

114 JE, Ch. 34. 
115 Sinhā, Jen Āyar, p. 417.
116 Mādhava, Jēn Air, p. 425.



150 Prismatic Jane Eyre

completely misses the point with its overtly general phrase ‘another 
river’ and altogether fails to convey the implication of the scene where 
Mr Rivers in a moment of prescience sees himself remembering the 
English countryside at the future time of his death. The Kannada 
rendering of the phrase is a typical example of a translation that falls 
short in terms of the full semantic range of the source text due to the 
fact that the indefinite expression ‘another river’ does not in any way 
evoke the corresponding Indian notion of the mythic Vaitaraṇī river, 
which a deceased person in the afterlife has to cross to enter the realm 
of the dead, and Indian readers unfamiliar with Greek or Christian 
mythologies will therefore not perceive the allegory. Thence, although 
being literal, translations of semantic equivalence regularly leave 
out some of the deeper semantic connotations of the source text, as 
discussed theoretically by Jakobson.117

In contradistinction to an aim for semantic equivalence, literal 
translations on occasion consciously curtail the semantic equivalence 
by circumnavigating uncomfortable or controversial aspects of the 
original: 

117 See fn. 121.
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English118 Hindi119 Kannada120

‘Firm, faithful, 
and devoted, full 
of energy, and 
zeal, and truth, 
he labours for his 
race; he clears 
their painful way 
to improvement; 
he hews down 
like a giant the 
prejudices of 
creed and caste 
that encumber it.’

पक्कथा, आस््थथावथाि और ववश्वथासी, 
र्वक्ि, उत्सथाह और सच्चथाई से भरे, वह 

व्यवक्ि अपिी जथाधि के भिलए पररर््रम कर 
रहथा है, उसकी कष्ट-भरी रथाहथा ंको सथाफ 

करके उसे प्रगधि की ओर ले जथा रहथा 
है। रथास्िे मं आिेवथाले, िम्श और जथाधि 

के व्यविथािथा ंको वह रथाक्षस की भथाूँ धि 

चूर-चूर कर रहथा है।

pakkā, āsthāvān aur 
viśvāsī, śakti, utsāh aur 
saccāī se bhare, vah vyakti 
apnī jāti ke lie pariśram kar 
rahā hai, uskī kaṣṭ-bharī 
rāhoṃ ko sāph karke use 
pragti kī or le jā rahā hai. 
rāste meṃ ānevāle, dharm 
aur jāti ke vyavdhānoṃ 
ko vah rākṣas kī bhānti cūr-
cūr kar rahā hai.

Determined, faithful and 
devoted, powerful, full 
of zeal and truth, that 
man is doing efforts for 
his caste, having cleared 
his ways full of hardship, 
taking him towards 
improvement. Like a 
demon, he is shattering 
whatever comes in the 
way as obstacles to religion 
and caste.

ದೃಢ, ನೀಷಾಠಾವಂತ ಸ್ಮಪಣಣಾ 
ಭಾವದ, ಶಕುಯುತ್ಾ್ಸಹಗಳ ಆತ 
ತನ್ನ ಜನರಿಗಾಗ್ ಶರಾಮಿಸ್ುತತಾದ್ಾದಾರೆ. 
ಅವರನು್ನ ಸ್ುಧಾರಿಸ್ಲು 
ಯತ್ನಸ್ುತತಾದ್ಾದಾರೆ; ಜಾತ, 
ಪಂಥದ ಭೇದ ಭಾವವನು್ನ 
ತೂಡೆದುಹಾಕಲು ಯತ್ನಸ್ುತತಾದ್ಾದಾರೆ.
dṛḍha, niṣṭhāvanta 
samarpaṇā bhāvada, 
śaktyutsāhagaḷa āta tanna 
janarigāgi śramisuttiddāre. 
avarannu sudhārisalu 
yatnisuttiddāre; jāti, 
panthada bhēda bhāvavannu 
toḍeduhākalu yatnisuttiddāre.

Firm, faithful, devoted, with 
energy and enthusiasm, he 
labours for his people. He 
strives to improve them. 
He strives to expunge the 
discriminatory attitude of 
caste and creed.

Both the Hindi and Kannada translators clearly struggle with this 
passage so imbued with polemical undertones for the modern 
postcolonial reader. Words ripe with controversial meanings are 
either omitted or altered in the Indian bhāṣā (vernacular). A particular 

118 JE, Ch. 38.
119 Sinhā, Jen Āyar, p. 471.
120 Mādhava, Jēn Air, p. 480.
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exemplification is the English word ‘race’ in the expression ‘he labours 
for his race’ and the word ‘caste’ in the clause ‘he hews down like a 
giant the prejudices of creed and caste that encumber it.’ 

In the context of England in the mid-nineteenth century, by ‘race’ 
Brontë must surely have intended ‘mankind’ in a Christian universalist 
sense, as is evident from the remainder of the sentence that qualifies 
the antecedent noun ‘race’ with the clause ‘he clears their painful way 
to improvement’ as well as with the agreement of the pronoun ‘it’. In 
this way, when Mr Rivers as a Christian missionary is portrayed to 
be working towards the moral-religious improvement of his Indian 
converts, these Indian persons must be understood as included in the 
labours that Mr Rivers undertakes for the sake of ‘his race’, i.e., for 
the sake of mankind. It must be added that in the twenty-first century, 
the English word ‘race’ no longer implies humankind in general and 
primarily carries association with the issue of race theories. This latter 
connotation has found its way into the modern Hindi and Kannada 
languages through the English homophonous loanwords res (रेस) and 
rēs (ರೆೇಸ್ ಸ್) respectively, which correctly are not employed in either 
translation of the passage. Still, the Hindi translator misinterprets 
‘race’ by rendering it with the unfitting word jāti (caste) and the 
Kannada translator chooses the word jana (people), which is closer in 
meaning yet nevertheless imperfect. Neither of the two Indian words 
conveys the intended English universalist sense ‘mankind’, which in 
Hindi and Kannada would be manuṣyajāti (मिुष्यजथाधि, ಮನುಷಯಾಜಾತ ) or 
similar. Devoid of universality, the Hindi apnī jāti ke lie (for his caste) 
and the Kannada tanna janarigāgi (for his people) diminish the stature 
of Mr Rivers and his mission by insinuating that he labours exclusively 
for his own ethnic group. 

By the word ‘caste’ Brontë seems to be referring primarily to the 
Indian ‘caste system’ in a Hindu socio-religious sense. The word has 
retained its European nineteenth-century meaning and has today 
become common parlance in Indian English. The English concept 
originates from the sixteenth-century Portuguese and Spanish casta 
(racial lineage, ethnic descendance). There are two primary words 
for the indigenous caste system in India, namely varṇa (caste, literally 
‘colour’) and jāti (birth group), dating back to ancient times and having 
their own connotations different from that of the Portuguese-Spanish 
word. Both the Hindi and Kannada translators accurately choose the 
word jāti, which is the closest to represent the English word ‘caste’. 
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Remarkably, when the Hindi translator first employs the word 
jāti to render ‘race’ and again uses the same word jāti to signify the 
word ‘caste’, the circumscribed meaning of the first occurrence in 
apnī jāti ‘his caste’ foreshadows and thereby alters the meaning of 
the second occurrence of jāti, changing ‘caste’ in the general sense 
of the Indian caste system to ‘his caste’. The implication of the Hindi 
passage becomes that the missionary Mr Rivers is not at all concerned 
with removing the social prejudices of the Hindu caste system but 
rather that he like a demon shatters any obstacle to his own ethnic 
kind. Though the second jāti is technically equivalent to the semantic 
sense of the English word ‘caste’, this intentional yet subtle shift in 
meaning on the part of the Hindi translator removes the English 
novel’s implied critique of the Indian caste system and shifts it onto 
the British missionary, thereby circumventing a passage in the English 
source text which might otherwise have seemed accusatory to the 
Indian reader. 

The three synoptic instances of literal bhāṣā translation provided 
above all involve a certain dialectical oscillation between equivalence 
and variance in relation to the source text. Jakobson called this 
phenomenon ‘equivalence in difference’, which he exemplified with 
circumlocutions in neologisms and subtle interlingual variations in 
grammatical patterns.121 The case in point is that the English word ‘race’ 
and its decisively unequal translations into Hindi and Kannada exceed 
Jakobson’s notion of semantic equivalence in difference. Per contra, 
when translation instead is defined as a pariṇāmī paryāy (transformed 
modality), the transformative character of the translation comes to the 
fore, acknowledging the many ways in which a translation can create 
new meaning. 

In the second synoptic survey, the West Indian Gujarati bhāṣā 
abridged translation (1993) will be contrasted against the original Jane 
Eyre in English and the same two literal bhāṣā translations in Hindi and 
Kannada. Overall, the Gujarati abridged translation is transformative 
in its substantive equivalence by radically condensing the source text, 
which is a translational equation quite unlike any form of semantic 
equivalence. An illustrative example is the diffused Gujarati rendering 
of an English passage describing the ten-year-old Jane being sent off to 
a boarding school by her heartless stepmother Mrs Reed, at which point 
Jane is subjected to an interview by the intimidating school principal, 

121 Jakobson, ‘On Linguistic Aspects’, p. 233.
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Mr Brocklehurst. First the full passage is given in English, Hindi, and 
Kannada, whereupon the highly truncated Gujarati rendering follows:

English122 Hindi123 Kannada124

‘No sight so sad as 
that of a naughty 
child,’ he began, 
‘especially a 
naughty little 
girl. Do you know 
where the wicked 
go after death?’

उन्होंिे बोलिथा आरम्भ वकयथा, ‘एक दुष्ट 
बच्चे को िेखिे से बुरथा कोई और दृश्य 
िहीं होिथा, ववरे्षकर जब वह दुष्ट एक 
छाोटी लड़की हो। िुम्हें पिथा है वक मरिे 
के बथाि दुष्ट कहथाूँ  जथािे हैं?’ 

unhonne bolnā ārambh 
kiyā, ‘ek duṣṭ bacce ko 
dekhne se burā koī aur 
dr̥śya nahīṃ hotā, viśeṣkar 
jab vah duṣṭ ek choṭī laṛkī 
ho. tumheṃ patā hai ki 
marne ke bād duṣṭ kahām̐ 
jāte haiṃ?’

He started speaking, 
‘There is no worse sight 
than seeing a wicked 
child, especially when that 
wicked one is a little girl. 
Do you know where the 
wicked go after death?’

[sentence omitted in the 
Kannada translation]

‘They go to hell,’ 
was my ready and 
orthodox answer.

मैंिे िुरन्ि परम्परथागि उत्िर दियथा, ‘िरक 
मं जथािे हैं।’ 

maiṃne turant 
paramparāgat uttar diyā, 
‘narak meṃ jāte haiṃ.’

I immediately replied 
traditionally, ‘They go to 
hell.’

‘ಅವರು ನರಕಕಕೆ ಹೋೂೇಗುವರು.’ 
ಶಾಸ್ತಾ ರಾಬಂದ್ಧವಾದ ಸಿದ್ಧ ಉತತಾರ 
ನನೀ್ನಂದ ಹೋೂರಬ್ತುತಾ. 
‘avaru narakakke hōguvaru.’ 
śāstrabaddhavāda siddha 
uttara nanninda horabittu.

‘They go to hell.’ I had a 
readymade orthodox answer.

122 JE, Ch. 4.
123 Sinhā, Jen Āyar, pp. 32–33.
124 Mādhava, Jēn Air, pp. 34–35.
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English Hindi Kannada

‘And what is hell? 
Can you tell me 
that?’

‘िरक क्यथा होिथा है? बिथा सकिी हो?’ 

‘narak kyā hotā hai? batā 
saktī ho?’

‘What is hell? Can you 
tell?’

‘ಈ ನರಕವೆಂದರೆೇನು, 
ಹೋೇಳಬಂಲೆಲಿಯಾ?’ 
‘ī narakavendarēnu, 
hēḷaballeyā?’

‘Can you tell what this hell 
is?’

‘A pit full of fire.’ ‘अव्नि से भरी एक खथाई ।’ 

‘agni se bharī ek khāī.’

‘A chasm full of fire.’

‘ಅದೇೂಂದು ಅಗ್್ನಕುಂಡ.’ 
‘adondu agnikuṇḍa.’

‘It is a fire pit.’

‘And should you 
like to fall into 
that pit and to be 
burning there for 
ever?’

‘क्यथा िुम उस खथाई मं वगरिथा और जलिे 
रहिथा चथाहोगी?’ 

‘kyā tum us khāī meṃ girnā 
aur jalte rahnā cāhogī?’

‘Would you like to fall 
into that chasm and keep 
burning?’

‘ಆ ಅಗ್್ನಕುಂಡಕಕೆ ಬ್ದುದಾ ನೀರಂತರ 
ಉರಿಯುತತಾರಬೇೇಕೇ, ನೀನಗೆ?’ 
‘ā agnikuṇḍakke biddu 
nirantara uriyuttirabēkē, 
ninage?’

‘Do you want to fall into that 
fire pit and be burning there 
forever?’

‘No, sir.’ ‘िहीं, र््रीमथाि!’ 

‘nahīṃ, śrīmān!’

‘No, sir!’

‘ಇಲಲಿ, ಸ್ರ ಸ್.’ 
‘illa, sar.’

‘No, sir.’

‘What must you 
do to avoid it?’

‘िो इससे बचिे के भिलए िुम्हें क्यथा करिथा 
चथावहए?’ 

‘to isse bacne ke lie tumheṃ 
kyā karnā cāhie?’

‘So what should you do to 
avoid it?’

‘ಅದನು್ನ ತಪ್ಪಿಸಿಕೂಳ್ಳಲು ಏನು 
ಮಾಡಬೇೇಕು?’ 
‘adannu tappisikoḷḷalu ēnu 
māḍabēku?’

‘To avoid it, what should be 
done?’
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English Hindi Kannada

I deliberated 
a moment; my 
answer, when it 
did come, was 
objectionable: ‘I 
must keep in good 
health, and not 
die.’

मैं एक क्षण सोचिी रही और वफर जो 
उत्िर मैंिे दियथा वह आपधत्िजिक ्थथा, 
‘मुझे अपिथा स्वथास््थ्य अच्छाथा रखिथा 
चथावहए, िथावक मरूूँ  िहीं।’ 

maiṃ ek kṣaṇ soctī rahī 
aur phir jo uttar maiṃne 
diyā vah āpattijanak thā, 
‘mujhe apnā svāsthya 
acchā rakhnā cāhie, tāki 
marūm̐ nahīṃ.’

I kept thinking for a 
moment and then the 
answer I gave was 
objectionable, ‘I must keep 
my health good, so that I 
do not die.’

ಕ್ಷರ್ಣ ತಡೆದು ನ್ಾನು ಉತತಾರಿಸಿದೇ, 
‘ಸ್ಾಯದಂತ ಒಳ್್ಳಯ 
ಆರೊೇಗಯಾದಂದರಬೇೇಕು.’ 
kṣaṇa taḍedu nānu 
uttariside, ‘sāyadante oḷḷeya 
ārōgyadindirabēku.’

Waiting for a moment, I 
replied: ‘One should keep in 
good health in order not to 
die.’
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English Hindi Kannada

‘How can you 
keep in good 
health? Children 
younger than you 
die daily. I buried 
a little child of 
five years old only 
a day or two since, 
— a good little 
child, whose soul 
is now in heaven. 
It is to be feared 
the same could 
not be said of you, 
were you to be 
called hence.’

‘िुम स्वथास््थ्य अच्छाथा बिथाकर कैसे रख 
सकिी हो? िुमसे भी छाोटे बच्चे प्रधिदिि 
मरिे हैं। एक-िो ही दिि पहले मैंिे एक 
पथाूँच वष्श के बच्चे को िफिथायथा ्थथा — 
एक भलथा बच्चथा णजसकी आत्मथा स्वग्श मं 
चली गई। यदि िुम्हें वहथाूँ  से बुलथावथा आ 
जथाए, िो िुम्हथारे ववषय मं िो भलथा िहीं 
कहथा जथा सकिथा।’ 

‘tum svāsthya acchā 
banākar kaise rakh saktī 
ho? tumse bhī choṭe bacce 
pratidin marte haiṃ. ek-do 
hī din pahle maiṃne ek 
pāñc varṣ ke bacce ko 
daphnāyā thā — ek bhalā 
baccā jiskī ātmā svarg 
meṃ calī gaī. yadi tumheṃ 
vahām̐ se bulāvā ā jāe, 
to tumhāre viṣay meṃ to 
bhalā nahīṃ kahā jā saktā.’

‘How can you maintain 
good health? Children 
even younger than you die 
every day. One or two days 
ago, I buried a five-year-
old child — a virtuous 
child whose soul has gone 
to heaven. If a call for you 
comes from there, then 
such good words could not 
be said about you.’

‘ಒಳ್್ಳಯ 
ಆರೊೇಗಯಾದಂದರುವುದೇಂತು? 
ದನವೂ ನೀನಗ್ಂತಲೂ ಎಳ್ಯ 
ಮಕಕೆಳು ಸ್ಾಯುತತಾರುತ್ಾತಾರೆ. ಐದು 
ವಷಣದ ಪುಟ್ಟು ಬ್ಾಲೆಯೊಬಂ್ಬಳನು್ನ 
ಇದೇಗ ಒಂದೇರಡು ದನಗಳ 
ಹಿಂದಷ್ಟುೇ ಮರ್ಣುಣುಮಾಡಿ ಬಂಂದೇ. 
ಒಳ್್ಳಯವಳಾಾದ ಪುಟ್ಟು ಹುಡುಗ್; 
ಅವಳ ಆತ್ಮವಿೇಗ ಸ್್ವಗಣದಲ್ಲಿದೇ. 
ನೀನಗೆ ಕರೆ ಬಂಂದುದೇೇ ಆದರೆ, ನೀನ್ನ 
ಬಂಗೆಗೆ ಈ ಮಾತನು್ನ ಹೋೇಳಲಾಗದು.’ 
‘oḷḷeya ārōgyadindiruvudentu? 
dinavū ninagintalū eḷeya 
makkaḷu sāyuttiruttāre. aidu 
varṣada puṭṭa bāleyobbaḷannu 
idīga onderaḍu dinagaḷa 
hindaṣṭē maṇṇumāḍi bande. 
oḷḷeyavaḷāda puṭṭa huḍugi; 
avaḷa ātmavīga svargadallide. 
Ninage kare bandudē ādare, 
ninna bagge ī mātannu 
hēḷalāgadu.’

‘What is it to be in good 
health? Children younger 
than you die daily. I buried 
a five-year-old girl just one 
or two days back. A good 
little girl. Her soul is now in 
heaven. If you get [such] a 
call, one could not say such a 
word about you.’
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English Hindi Kannada

Not being in 
a condition to 
remove his doubt, 
I only cast my 
eyes down on 
the two large feet 
planted on the 
rug, and sighed; 
wishing myself far 
enough away.

उसकी रं्कथाआं को दूर करिे की भिस््थधि 
मं िहीं होिे के कथारण मैंिे अपिी आूँखं 
िीचे गड़था िीं और कथालीि पर रखे उसके 
िो चौड़े-चौड़े पैरथां को िेखिे लगी। उससे 
दूर भथागिे की इच्छाथा करिे हुए मैंिे आह 
भरी। 

uskī śaṅkāoṃ ko dūr karne 
kī sthiti meṃ nahīṃ hone 
ke kāraṇ maiṃne apnī 
āṅkheṃ nīce gaṛā dīṃ 
aur kālīn par rakhe uske 
do cauṛe-cauṛe pairoṃ 
ko dekhne lagī. usse dūr 
bhāgne kī icchā karte hue 
maiṃne āh bharī.

Not being in a position 
to dispel his doubts, I put 
my eyes down and kept 
watching his two wide feet 
on the carpet. Wishing 
to run away from him, I 
sighed.

ಆತನ ಸ್ಂಶಯವನು್ನ 
ನೀವಾರಿಸ್ುವುದು ಸ್ಾಧಯಾವಿಲಲಿವಾಗ್, 
ನನೆ್ನದುರಿಗೆ ನೆಲದಲ್ಲಿ ಊರಲಾಗ್ದದಾ 
ಆ ದೇೂಡ್ಡ ಪಾದಗಳನೆ್ನೇ ದಟಿಟುಸ್ುತ್ಾತಾ, 
ದೂರವೆಲಾಲಿದರೂ ಹೋೂೇಗುವುದು 
ಸ್ಾಧಯಾವಾದರೆ, ಎಂದ್ಾಶಿಸ್ುತ್ಾತಾ 
ನ್ಾನು ನೀಡುಸ್ುಯ್ದಾ. 
ātana sañśayavannu 
nivārisuvudu sādhyavillavāgi, 
nannedurige neladalli 
ūralāgidda ā doḍḍa 
pādagaḷannē diṭṭisuttā, 
dūravellādarū hōguvudu 
sādhyavādare, endāśisuttā 
nānu niḍusuyde.

Since it was not possible to 
remove his doubt, looking 
at his large feet resting on 
the ground in front of me, 
wishing to go somewhere far 
away, I sighed.
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English Hindi Kannada

‘I hope that 
sigh is from the 
heart, and that 
you repent ever 
having been 
the occasion of 
discomfort to 
your excellent 
benefactress.’

‘मुझे आर्था है वक यह आह िुम्हथारे हृिय 
से विकली है और अपिी परम् उपकथाररि 
को कभी दुख पहुूँचथािे के भिलए िुम्हें 
पश्चथात्िथाप हो रहथा है।’ 

‘mujhe āśā hai ki yah āh 
tumhāre hr̥day se niklī hai 
aur apnī param upkārin ko 
kabhī dukh pahuñcāne ke 
lie tumheṃ paścāttāp ho 
rahā hai.’

‘I hope that this sigh comes 
from your heart and that 
you are repenting ever 
causing suffering for your 
excellent benefactor.’

‘ಇದೇಗ ಈ ನೀಟ್ುಟುಸಿರು ನೀನ್ನ 
ಹೃದಯದ್ಾಳದಂದಲೆೇ 
ಬಂಂದರುವುದು ಎಂದುಕೂಳು್ಳತತಾೇನೆ. 
ಶ್ರಾೇಷಟುಳಾಾದ ನೀನ್ನ ಪೇಷಕಿಗೆ 
ಅಹಿತವೆನೀಸ್ುವಂತ ನಡಕೂಂಡ 
ಬಂಗೆಗೆಯೂ ನೀೇನು ಪರಿತಪ್ಸ್ುವೆ, 
ಎಂದಂದುಕೂಂಡಿದೇದಾೇನೆ.’ 
‘idīga ī niṭṭusiru ninna 
hṛdayadāḷadindalē 
bandiruvudu endukoḷḷuttēne. 
śrēṣṭaḷāda ninna pōṣakige 
ahitavenisuvante naḍakoṇḍa 
baggeyū nīnu paritapisuve, 
endandukoṇḍiddēne.’

‘Now, I think this sigh has 
come out from the depth 
of your heart. I think 
you are repenting for the 
misbehaviour to your 
benefactress.’

‘Benefactress! 
benefactress!’ 
said I inwardly: 
‘they all call 
Mrs. Reed my 
benefactress; if 
so, a benefactress 
is a disagreeable 
thing.’

‘उपकथाररि! उपकथाररि! सभी र््रीमिी 
रीड को मेरी उपकथाररि कहिे हैं। यही 
यदि उपकथार है िो उपकथाररि विश्चय ही 
एक अवप्रय वस्िु है,’ मैंिे मि-ही-मि 
कहथा ्थथा। 

‘upkārin! upkārin! sabhī 
śrīmatī rīḍ ko merī upkārin 
kahte haiṃ. yahī yadi 
upkār hai to upkārin niścay 
hī ek apriy vastu hai,’ 
maiṃne man-hī-man kahā 
thā.

‘Benefactor! Benefactor! 
Everyone calls Mrs. Reed 
my benefactor. If this is a 
benefit, then a benefactor 
is certainly an unpleasant 
thing,’ I said inwardly in 
my mind.

ಪೇಷಕಿ! ಎಲಲಿರೂ ಮಿಸಸ್ ಸ್ ರಿೇಡ ಸ್ 
ರನು್ನ ನನ್ನ ಪೇಷಕಿಯ್ನು್ನತ್ಾತಾರೆ. 
ಇಂಥ ಪೇಷಕಿ ಬೇೇಡವೆೇ ಬೇೇಡ, 
ಎಂದಂದುಕೂಂಡೆ. 
pōṣaki! ellarū mises rīḍ rannu 
nanna pōṣakiyennuttāre. 
intha pōṣaki bēḍavē bēḍa, 
endandukoṇḍe.

Benefactress! Everyone calls 
Mrs. Reed my benefactress. 
I do not need such a 
benefactress. So I thought.
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‘Do you say your 
prayers night 
and morning?’ 
continued my 
interrogator.

प्रश्िकिथा्श िे पूछािथा जथारी रखथा, ‘क्यथा िुम 
सुबह-र्थाम प्रथा्थ्शिथा करिी हो?’ 

praśnakartā ne pūchnā jārī 
rakhā, ‘kyā tum subah-śām 
prārthnā kartī ho?’

The questioner continued 
to ask questions: ‘Do you 
pray in the morning and 
evening?’

‘ಬೇಳಗೂ ರಾತರಾಯೂ ನೀೇನು 
ಪಾರಾಥಣನೆ ಪಠಿಸ್ುತತಾೇಯಾ?’ – ನನ್ಾ್ನ 
ಪರಿೇಕ್ಷಕ ಮುಂದುವರಿಸಿದರು. 
‘beḷagū rātriyū nīnu prārthane 
paṭhisuttīyā?’ – nannā 
parīkṣaka munduvarisidaru.

‘Do you recite your prayers in 
the morning and at night?’ – 
my interrogator continued.

‘Yes, sir.’ ‘हथाूँ , र््रीमथाि।’ 

‘hām̐, śrīmān.’

‘Yes, sir.’

‘ಹೌದು, ಸ್ರ ಸ್.’ 
‘haudu, sar.’

‘Yes, sir.’

‘Do you read your 
bible?’

‘क्यथा िुम बथाइवबल पढ़िी हो?’ 

‘kyā tum bāibil paṛhtī ho?’

‘Do you read the Bible?’

‘ಬೇೈಬಂಲ ಸ್ ಓದುತತಾೇಯಾ?’ 
‘baibal ōduttīyā?’

‘Do you read the Bible?’

‘Sometimes.’ ‘कभी-कभी।’ 

‘kabhī-kabhī.’

‘Sometimes.’

‘ಕಲವೊಮ್್ಮ.’
‘kelavomme.’

‘Sometimes.’

‘With pleasure? 
Are you fond of 
it?’

‘प्रसन्ििथा से? क्यथा िुम्हें बथाइवबल अच्छाथा 
लगिथा है?’ 

‘prasanntā se? kyā tumheṃ 
bāibil acchā lagtā hai?’

‘With pleasure? Do you 
like the Bible?’

‘ಸ್ಂತೂೇಷದಂದಲೆೇ? ಬೇೈಬಂಲ ಸ್ 
ನೀನಗ್ಷಟುವೆೇ?’ 
‘santōṣadindalē? baibal 
ninagiṣṭavē?’

‘With pleasure? Do you like 
the Bible?’
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‘I like Revelations 
and the Book 
of Daniel, and 
Genesis and 
Samuel, and 
a little bit of 
Exodus, and some 
parts of Kings and 
Chronicles, and 
Job and Jonah.’

‘मुझे ररवीलेर्ि, डेवियल की वकिथाब, 
जेिेभिसस और सैमुएल ्थोड़था एक्जोडस, 
ककंग और क्रोविवकल कथा कुछा भथाग ि्थथा 
जरॉब और जोिथा अच्छेा लगिे हैं।’ 

‘mujhe rivīleśan, ḍeniyal kī 
kitāb, jenesis aur saimuel 
thoṛā ekjoḍas, kiṅg aur 
kronikil kā kuch bhāg tathā 
job aur jonā acche lagte 
haiṃ.’

‘I like Revelations, the 
Book of Daniel, Genesis 
and Samuel, a little bit of 
Exodus, some parts from 
Kings and Chronicles, as 
well as Job and Jonah.’

‘ರಿವಿಲೆೇಶನ್್ಸ ಸ್, ಡಾಯಾನೀಯ್ಲ ಸ್, 
ಜನೆಸಿಸ್ ಸ್, ಸ್ಾಯಾಮುಯಾಯ್ಲ ಸ್, ಜಾಬ್ ಸ್, 
ಜೂೇನ್ಾ, ರಾಜರ ವೃತ್ಾತಾಂತಗಳು, 
ಇವೆಲಲಿ ನನಗ್ಷಟು.’ 
‘rivilēśans, ḍyāniyel, jenesis, 
syāmyuyel, jāb, jōnā, 
rājara vṛttāntagaḷu, ivella 
nanagiṣṭa.’

‘I like Revelations, Daniel, 
Genesis, Samuel, Job, Jonah, 
[and some] episodes of Kings 
and Chronicles.’

‘And the Psalms? 
I hope you like 
them.’

‘और सथाम (Psalms)? आर्था है, उन्हें 
भी िुम पसन्ि करिी हो?’

‘aur sām (Psalms)? āśā 
hai, unheṃ bhī tum pasand 
kartī ho?’

‘And the Psalms? I hope 
you like them too?’

‘ಮತುತಾ ಕಿೇತಣನೆಗಳು? ಅವು ನೀನಗೆ 
ಇಷಟುವಷ್ಟುೇ?’ 
‘mattu kīrtanegaḷu? avu 
ninage iṣṭavaṣṭē?’

‘And the Psalms? Do you like 
them too?’

‘No, Sir.’ ‘िहीं, र््रीमथाि!’ 

‘nahīṃ, śrīmān!’

‘No, sir!’

‘ಇಲಲಿ, ಸ್ರ ಸ್.’
‘illa, sar.’

‘No, sir.’
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‘No? Oh, shocking! 
I have a little boy, 
younger than 
you, who knows 
six Psalms by 
heart; and when 
you ask him 
which he would 
rather have, a 
gingerbread-nut 
to eat, or a verse 
of a Psalm to 
learn, he says: 
‘Oh! The verse of 
a Psalm! Angels 
sing Psalms;’ says 
he, ‘I wish to be a 
little angel here 
below;’ he then 
gets two nuts in 
recompense for 
his infant piety.’

‘िहीं! बड़े दुख की बथाि है। अरे, मेरथा 
एक छाोटथा लड़कथा है, िुमसे भी छाोटथा। 
वह छाह सथाम रटे हुए है। यदि िुम उससे 
पूछाोगी वक चरॉकलेट लोगे यथा सथाम की 
एक कवविथा सीखोगे, िो वह कहेगथा 
वक ‘सथाम की कवविथा। िेवदूि भी सथाम 
गथािे है! मैं इसी संसथार मं एक छाोटथा-सथा 
िेवदूि बििथा चथाहिथा हूूँ।’ अपिी रै्र्व-
भवक्ि के बिले िब उसे िो चरॉकलेट 
धमल जथािे हैं।’ 

‘nahīṃ! baṛe dukh kī bāt 
hai. are, merā ek choṭā 
laṛkā hai, tumse bhī choṭā. 
vah chah sām raṭe hue 
hai. yadi tum usse pūchogī 
ki cokleṭ loge yā sām kī 
ek kavitā sīkhoge, to vah 
kahegā ki ‘sām kī kavitā. 
devdūt bhī sām gāte hai! 
maiṃ isī sāṅsār meṃ ek 
choṭā-sā devdūt bananā 
cāhtā hūm̐.’ apnī śaiśav-
bhakti ke badle tab use do 
cokleṭ mil jāte haiṃ.

‘ಇಲಲಿವೆೇ? ಆಶ್ಚಯಣ! ನೀನಗ್ಂತ 
ಕಿರಿಯನ್ಾದ ಚಿಕಕೆ ಹುಡುಗನೀದ್ಾದಾನೆ; 
ಅವನೀಗೆ ಆರು ಕಿೇತಣನೆಗಳು 
ಕಂಠಪಾಠ ಆಗ್ವೆ. ತನ್ನಲು ಒಂದು 
ಜಿಂಜರ ಸ್ ಬೇರಾಡ ಸ್ ನಟ ಸ್ ಬೇೇಕೇ, ಇಲಾಲಿ, 
ಕಲ್ಯಲು ಕಿೇತಣನೆಯ ಚರರ್ಣ 
ಒಂದರಲೆೇ, ಎಂದು ಕೇಳಿದರೆ, ‘ಓ! 
ಕಿೇತಣನೆಯ ಚರರ್ಣ! ದೇೇವ ಕಿನ್ನರರು 
ಕಿೇತಣನೆಗಳನು್ನ ಹಾಡುತ್ಾತಾರೆ. 
ನ್ಾನು ಭೂಮಿಯ ಮ್ೇಲ್ನ ಪುಟ್ಟು 
ಕಿನ್ನರನ್ಾಗಬಂಯಸ್ುತತಾೇನೆ.’ ಎಂದು 
ಅವನನು್ನತ್ಾತಾನೆ. ಅವನ ಈ ಮುಗ್ಧ 
ಮಗುತನವೆೇ ಅವನೀಗೆ ಇಮ್ಮಡಿ 
ನಟ್ಸ ಸ್ ಸಿಗುವಂತ ಮಾಡುತತಾದೇ.’ 
‘illavē? āścarya! ninaginta 
kiriyanāda cikka 
huḍuganiddāne; avanige āru 
kīrtanegaḷu kaṇṭhapāṭha 
āgive. tinnalu ondu jiñjar 
breḍ naṭ bēkē, illā, kaliyalu 
kīrtaneya caraṇa ondiralē, 
endu kēḷidare, ‘ō! kīrtaneya 
caraṇa! dēva kinnararu 
kīrtanegaḷannu hāḍuttāre. 
nānu bhūmiya mēlina puṭṭa 
kinnaranāgabayasuttēne.’ 
endu avanannuttāne. avana ī 
mugdha magutanavē avanige 
immaḍi naṭs siguvante 
māḍuttade.’
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‘No! That is very sad. Well, 
I have a little boy, even 
younger than you. He 
memorised six Psalms. 
If you ask him whether 
he would rather have a 
chocolate or learn a poem 
from the Psalms, then he 
replies, ‘A poem from the 
Psalms. Angels too sing 
the Psalms! I want to be a 
little angel in this world.’ 
In exchange for his infant 
devotion, he then gets two 
chocolates.’

‘No? Surprising! There is 
a little boy younger than 
you. He has six psalms 
memorised. If asked, do you 
want a gingerbread nut to 
eat or a verse of a psalm to 
learn, he says ‘Oh, a verse of 
the Psalms. Divine kinnaras 
[celestial musicians, angels] 
sing psalms. I want to be a 
little kinnara on earth.’ This 
kind of innocent infancy gets 
him two nuts.’

‘Psalms are not 
interesting,’ I 
remarked.

‘सथाम पढ़िे मं मि िहीं लगिथा,’ मैंिे 
ववचथार प्रकट वकयथा। 

‘sām paṛhne meṃ man 
nahīṃ lagtā,’ maiṃne vicār 
prakaṭ kiyā. 

I expressed the opinion, 
‘I do not have a mind for 
reading the Psalms.’

‘ಕಿೇತಣನೆಗಳು ಆಸ್ಕಿತಾಕರವಾಗ್ಲಲಿ’ 
ನ್ಾನಂದೇ. 
‘kīrtanegaḷu 
āsaktikaravāgilla’ nānande.

‘The Psalms are not 
interesting,’ I said.
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‘That proves you 
have a wicked 
heart; and you 
must pray to God 
to change it: to 
give you a new 
and a clean one: 
to take away your 
heart of stone and 
give you a heart of 
flesh.’

‘इससे प्रमथाणणि हुआ की िुम दुष्ट हृिय 
की हो। ईश्वर से प्रथा्थ्शिथा करो वक वे इसे 
बिल िं, िुम्हें ियथा और स्वच्छा हृिय िं, 
िुम्हथारे पत््थर कथा हृिय हटथाकर हथाड़-मथंास 
कथा हृिय िं।’ 

‘isse pramāṇit huā kī tum 
duṣṭ hr̥day kī ho. īśvar se 
prārthnā karo ki ve ise 
badal deṃ, tumheṃ nayā 
aur svacch hr̥day deṃ, 
tumhāre patthar kā hr̥day 
haṭākar hāṛ-māṃs kā 
hr̥day deṃ.’

‘This proves that you have 
a wicked heart. Pray to 
God that He will change it, 
that He will give you a new 
and clean heart, that He 
will remove your heart of 
stone and instead give you 
a heart of flesh.’

‘ನೀನ್ನದು ಕಡುಕು ಹೃದಯವೆಂದು 
ಇದರಿಂದಲೆೇ ತಳಿಯುತತಾದೇ. ಅದನು್ನ 
ಬಂದಲ್ಸಿ ಹೋೂಸ್ತೂಂದು ಪರಿಶುದ್ಧ 
ಹೃದಯವನೀ್ನೇಯುವಂತ, ಈ ಕಲುಲಿ 
ಹೃದಯದ ಬಂದಲ್ಗೆ ರಕತಾ ಮಾಂಸ್ದ 
ಹೃದಯವನೀ್ನೇಯುವಂತ ನೀೇನು 
ದೇೇವರಲ್ಲಿ ಪಾರಾರ್ಣಸ್ಬೇೇಕು.’ 
‘ninnadu keḍuku 
hṛdayavendu idarindalē 
tiḷiyuttade. adannu badalisi 
hosatondu pariśuddha 
hṛdayavannīyuvante, ī kallu 
hṛdayada badalige rakta 
mānsada hṛdayavannīyuvante 
nīnu dēvaralli prārthisabēku.’

‘This shows that your heart 
is wicked. You should pray 
to God to change your heart 
to a pure heart, to give [you] 
a heart of blood and flesh in 
place of your heart of stone.’
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Gujarati125

બ્્લકર્િર્ટટેલો મનટે ર્કૂર્ટે જવાનું ગમશટે કટે કટેમ અનટે પ્રાથલોના કરું છું કટે નિીં, એમ પ્રશ્ન્લ 
પૂછ્્યા. અનટે િું તટે બધું કરું છું. એમ મટેં કહ્્યું ત્્યારટે તટેમણટે મનટે ભહ્તતગીત્લ આવ્ડટે 
છટે કટે નિીં, પૂછ્્યું. તટેના જવાબમાં મટેં જ્્યારટે ના પા્ડી ત્્યારટે તટેઓ બ્લર્ી ઊઠ્્યા કટે 
ભહ્તતગીત્લ આવ્ડટે નિીં તટે નકલોમાં જા્ય છટે. તટે પછી તટેમણટે નકલોમાં ભ્યંકર તટેજ અહ્નનમાં 
તટેવા માણસ્લનટે બાળવામાં આવટે છટે. એમ કિી મનટે સારી છ્લકરી બનવા કહ્્યું.

brokalharsṭe mane skūle javānuṃ gamśe ke kem ane 
prārthnā karuṃ chuṃ ke nahīṃ, em praśno pūchyā. ane 
huṃ te badhuṃ karuṃ chuṃ. em meṃ kahyuṃ tyāre 
temṇe mane bhaktigīto āvḍe che ke nahīṃ, pūchyuṃ. 
tenā javābmāṃ meṃ jyāre nā pāḍī tyāre teo bolī ūṭhyā 
ke bhaktigīto āvḍe nahīṃ te narkmāṃ jāy che. te pachī 
temṇe narkmāṃ bhayaṃkar tej agnimāṃ tevā māṇsone 
bāḷvāmāṃ āve che. em kahī mane sārī chokrī banvā 
kahyuṃ.

Brocklehurst asked me questions, such as whether I like to 
go to school and whether I pray, and [I said that] I do all of 
that. When I had said so, he asked whether I know [how to 
sing] devotional songs. When I replied in the negative, he 
declared at once that those who do not know devotional 
songs go to hell. He then said that such humans are burnt 
in a terrifying blazing fire in hell. Having said so, he asked 
me to be a good girl.

The Gujarati abridged translation condenses the long original passage 
into a brief paraphrase in the form of a short third-person diegetic 
narrative without any dialogue in direct speech. It does so by fully 
removing any culture-specific elements, in this case the theological 
references to the Bible. It preserves only one technical term, but alters 
its meaning from Psalms in English to bhaktigīto (devotional songs) in 
Gujarati bhāṣā (vernacular). By using a term that is associated with 
daily Hindu religious rituals in Indian society, it manages to align a 
familiar Gujarati notion with a corresponding Christian concept. 
The unabridged Hindi and Kannada translations, on the other hand, 
effortlessly manage to express the rather specialised wording of the 
English passage with near semantic equivalence. 

125 Paṭel, Śārloṭ Bronṭe, p. 5. It is notable that the Gujarati passage occurs in Ch. 1 
of the translation, unlike in the original English version where it is found in 
Ch. 4. 
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The stark difference between the Gujarati abridged translation and 
the source text provokes the question whether such a form of textual 
reproduction ought to be called a translation at all. It is probably 
not possible to subsume this type of rendering under Jakobson’s 
‘equivalence in difference’, but it could be understood as a pariṇāmī 
paryāy (transformed modality). The abridged paraphrase of the source 
text retains the janeeyreness as a sāhityik prakār (literary type) in a 
sufficient degree to perceive the Gujarati text as an instantiation of the 
work, even if condensed. Hence, it is here only possible to speak of a 
dravyārthik samtulyatā (substantive equivalence).

Yet, abridged translation is not only paraphrase, for it may also 
contain more elaborate passages that are closer to word-for-word 
translation. In such portions, even an abridged translation may 
introduce transformed meanings in the bhāṣā (vernacular) that 
augment the substance of the source text markedly. In the case of 
Jane Eyre, a very suitable example is the scene where Jane and Mr 
Rochester have their first formal conversation at Thornfield Hall. The 
topic of the exchange is their chance encounter during the preceding 
evening when Mr Rochester fell off his horse. The full passage is 
first given in English, Hindi, and Kannada, whereupon the rather 
surprisingly literal rendering of the same passage in the otherwise 
abridged Gujarati translation follows:
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English126 Hindi127 Kannada128

‘I thought not. 
And so you were 
waiting for your 
people when you 
sat on that stile?’

‘मैं भी यही समझिथा ्थथा। िो िुम उस 
घुमथाविथार पुभिलयथा पर बैठकर अपिे धमि्रों 
की प्रिीक्षथा कर रही ्थी?’ 

‘maiṃ bhī yahī samajhtā 
thā. to tum us ghumāvdār 
puliyā par baiṭhkar apne 
mitroṃ kī pratīkṣā kar rahī 
thī?’

‘I also thought so. And so 
you were sitting on that 
round culvert waiting for 
your friends?’

‘ಇಲಲಿವೆಂದೇೇ ನ್ಾನೂ ಎಣಿಸಿದೇ. 
ಹಾಗಾದರೆ ನೀೇನಲ್ಲಿ ಆ 
ಶಿಲಾಹಾಸಿನಲ್ಲಿ ಕುಳಿತು ನೀನ್ನ 
ಜನರಿಗಾಗ್ ಕಾಯುತತಾದೇದಾಯಾ?’ 
‘illavendē nānū eṇiside. 
hāgādare nīnalli ā 
śilāhāsinalli kuḷitu ninna 
janarigāgi kāyuttiddeyā?’

‘I thought not. If so, were you 
sitting on that stone waiting 
for your people?’

‘For whom, sir?’ ‘वकसकी महथार्य?’ 

‘kiskī mahāśay?’

‘For whom, sir?’

‘ಯಾರಿಗಾಗ್ ಸ್ರ ಸ್?’ 
‘yārigāgi sar?’

‘For whom, sir?’

‘For the men in 
green: it was a 
proper moonlight 
evening for 
them. Did I break 
through one of 
your rings, that 
you spread that 
damned ice on the 
causeway?’

‘जंगल मं रहिेवथाली पररयथां की। कल की 
चथाूँििी पूण्शिः उिके अिुकूल ्थी। क्यथा 
मैंिे िुम लोगथां कथा कोई गोल िोड़ दियथा 
्थथा णजससे क्रुद्ि होकर िुमिे रथास्िे पर 
वह दुखिथायी बफ्श वबछाथा दियथा?’ 

‘jaṅgal meṃ rahnevālī 
pariyoṃ kī. kal kī cāndnī 
pūrṇtaḥ unke anukūl thī. 
kyā maiṃne tum logoṃ kā 
koī gol toṛ diyā thā jisse 
kruddh hokar tumne rāste 
par vah dukhdāyī barph 
bichā diyā?’

‘For those beings living 
in the jungle. Yesterday’s 
moonlight was perfectly 
suited for them. Did I 
break some sphere of 
yours, due to which you 
got angry and spread that 
painful ice on the road?’

‘ಹಸಿರುಡುಗೆಯವರಿಗಾಗ್; 
ಅದು ಅದಕಕೆ ತಕಕೆ ಬೇಳದಂಗಳ 
ರಾತರಾಯಾಗ್ತುತಾ. ನ್ಾನೆೇನು ನೀನ್ನ 
ಪರಿಧಿಯನು್ನ ಅತಕರಾಮಿಸಿದೇನೆೇ, 
ನೀೇನು ಹಾಗೆ ನನ್ನ ದ್ಾರಿಯಲ್ಲಿ ಹಿಮ 
ಚೆಲಲಿಲು?’ 
‘hasiruḍugeyavarigāgi; adu 
adakke takka beḷadiṇgaḷa 
rātriyāgittu. nānēnu ninna 
paridhiyannu atikramisidenē, 
nīnu hāge nanna dāriyalli 
hima cellalu?’

‘For the people dressed 
in green. It was a proper 
moonlight night. Did I cross 
your circle that you spread 
snow on my path?’

126 JE, Ch. 13.
127 Sinhā, Jen Āyar, p. 126. 
128 Mādhava, Jēn Air, p. 130. 
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Gujarati129

‘મનટે િબર જ િતી કટે નિીં જ િ્લ્ય. ત્લ તમટે  પથ્થર ઉપર બટેસીનટે તમારા સાગરીત્લની 
રાિ જ્લતાં િતાં?’ 

‘શું કહ્્યું સાિટેબ?’ ‘કટેમ, પટેર્ા ર્ીર્ા રંગના માણસ્લ … ચાંિની રાત પણ િતી. તટે  જ 
તમનટે ગમટે છટે નટે? મટેં તટે ર્ષિ્મણરટેિા ઓળંગી? તમટે જટે બરફ ઉપર િ્લરી િતી તટે?’

‘mane khabar ja hatī ke nahīṁ ja hoya. to tame paththar 
upar besīne tamārā sāgarītonī rāh jotāṃ hatāṃ?’ ‘śuṃ 
kahyuṃ sāheb?’ ‘kem, pelā līlā raṅgnā māṇso … cāndnī rāt 
paṇ hatī. te ja tamne game che ne? meṃ te lakṣmaṇrekhā 
oḷaṅgī? tame je baraph upar dorī hatī te?’

‘I knew for sure that would not be the case. So were you 
sitting on that stone waiting for your accomplices[?]’ 
‘What did you say, sir?’ ‘Well, those green-coloured men 
… It was a moonlit night too. That is exactly what you like, 
isn’t it? Did I cross the line of Lakṣmaṇ, which you had 
drawn on the ice?’

In the original English text, attention must here be drawn to the 
sentence ‘Did I break through one of your rings, that you spread that 
damned ice on the causeway?’, where the purport of the word ‘rings’ 
needs to be considered. The allegorical source of the rings stems 
from a folkloristic belief in fairies found in the pre-Christian culture 
of Europe. The idea of a fairy ring or fairy circle originates with an 
actual physical indentation of varying size caused by a certain kind 
of subterranean fungi that naturally occurs on the ground or in the 
grass.130 In European folklore, these rings are associated with magical 
beings such as fairies, elves, or witches, who are believed to dance 
within their boundaries on moonlit nights. Thus, when in the same 
passage Mr Rochester speaks of ‘the men in green’, he is referring to 
supernatural beings of the forest, who typically are portrayed in green 
clothes. He thereby implies that Jane conspired with those beings 
and caused him to fall from his horse as a punishment for having 
transgressed the sacred boundary of the circle. In folkloric beliefs, 

129 Paṭel, Śārloṭ Bronṭe, p. 54.
130 For details of the belief and the physical phenomenon, see Gordon Rutter, 

‘Fairy Rings’, Field Mycology, 3.2 (2002), 56–60. On European beliefs in fairies, 
see Carole G. Silver, ‘Fairies and Elves: Motifs F200–F399’, in Archetypes and 
Motifs in Folklore and Literature, ed. by Jane Garry and Hasan El-Shamy 
(Armonk, New York: M. E. Sharpe, 2005), pp. 203–9.
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trespassing a fairy ring is considered a violation and dangerous for 
humans. 

When reproducing the English ‘Did I break through one of your 
rings’, the Hindi translation in its literal attempt to formulate the 
clause betrays the allegorical aspect of the idiom. The result is a 
somewhat dull and overly literal reading kyā maiṃne tum logoṃ kā 
koī gol toṛ diyā (Did I break some sphere of yours). The chosen word 
for ring, in Hindi gol (गोल) meaning sphere or circle, does not evoke the 
full connotation of the English word in its mythical sense. Although 
the Kannada translation for ring, paridhi (ಪರಿಧಿ), approximates the 
meaning of the English word as it signifies an enclosure or boundary 
and from a purely semantic point of view is a correct choice, it too 
lacks the folkloristic force of the image. 

Astoundingly, the Gujarati translation, which otherwise tends to 
discard cultural complexities from the source text, approaches the 
clause at hand through a highly effective translational strategy. Instead 
of resorting to a literal translation, it captures the imagination of the 
audience by employing a corresponding Indian allegory. Drawing on 
an Indian folkloric belief, Paṭel translates the English word ‘rings’ with 
lakṣmaṇrekhā (ર્ષિ્મણરટેિા the line of Lakṣmaṇ).131 This Indian adage, 
referring to a strict boundary or rule that may never be broken or 
crossed, has its origin in the folk theatre tradition of rāmlīlā (रथामलीलथा 
plays of Rām).132 Just as in the case of the fairy ring, crossing the 
lakṣmaṇrekhā (the line of Lakṣmaṇ) brings bad luck and danger. The 
central scene common to all the rāmlīlā plays is the abduction of Sītā. 
While staying in a forest exile, the hero Rām goes out to catch a golden 
deer for his wife Sītā. When he does not return, Sītā requests Rām’s 
younger brother Lakṣmaṇ to go and look for him. Concerned for her 
safety, Lakṣmaṇ draws a rekhā (line) on the ground encircling Sītā to 
form a protective boundary that she is told not to cross. During his 
absence, however, the evil Rāvaṇ, disguised as a noble ascetic, tricks 

131 On the lakṣmaṇrekhā, its origin, and use, see Danuta Stasik, ‘A (Thin) 
Boundary Not to Be Crossed, or Lakṣmaṇ-rekhā’, Cracow Indological Studies, 
21 (2019), 207–24, and Uma Chakravarti, ‘The Development of the Sita Myth: 
A Case Study of Women in Myth and Literature’, Samaya Shakti: A Journal of 
Women’s Studies, 1 (1983), 68–75.

132 The dramatic tradition of rāmlīlā is related to the vernacular versions of 
the Rāmāyaṇa epic, for which see Paula Richman (ed.), Many Rāmāyaṇas: 
The Diversity of a Narrative Tradition in South Asia (Berkeley: University of 
California Press, 1991) and Danuta Stasik, The Infinite Story: Past and Present 
of the Rāmāyaṇas in Hindi (New Delhi: Manohar, 2009).
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Sītā to step out of the circle, at which point he snatches her and carries 
her away. This turn of events constitutes the primary complication 
in the plot, leading to Rām’s epic struggle to rescue Sītā. Over the 
centuries, the dictum lakṣmaṇrekhā (the line of Lakṣmaṇ) became so 
widespread that it has become an Indian household turn of phrase for 
any limit or boundary not to be transgressed.133 

The clever narrative device of the lakṣmaṇrekhā (the line of 
Lakṣmaṇ) may serve as a fitting example of the intertwined relationship 
between anuvād (translation), bhāṣā (vernacular), and kathātmik 
pariṇām (क्थथाधत्मक पररणथाम narrative transformation). The translational 
dependency is a transformative escape from the confines of literalness 
that allows immersion into the story within the innovative narrative 
setting of the bhāṣā (vernacular), quite like Kamlā’s imaginative flight 
from the evil witch in Saṅgdil. In this manner, the Gujarati abridged 
translation opens up the substance of janeeyreness to the literary 
world of the rāmlīlā, adding another modality to what the janeeyreness 
may mean by creating a sandhi (juncture) of substantive equivalence 
between Jane and Sītā. 

Kathātmik pariṇām (narrative transformation) is intrinsic to 
anuvād (translation) into a bhāṣā (vernacular), as has been instantiated 
through the selected synoptic readings of Jane Eyre in Hindi, Kannada, 
and Gujarati. Whether in the exemplification of the literal Hindi 
translation’s subtle rendering of the English word race into jāti 
(caste) or the overt occurrence of the Gujarati abridged translation’s 
substitution of the English fairy ring with the allegory of lakṣmaṇrekhā 
(the line of Lakṣmaṇ), translation transforms the narrative of a novel 
into the literary realm of the bhāṣā (vernacular). In such cases, the 
equivalences between the source text and the translation are more 
substantive than semantic, inasmuch as the formation of meaning 
in the bhāṣā (vernacular) occurs primarily within the intralingual 
linguistic, poetic, and literary formations of the bhāṣā itself, whereas 
the interlingual transference between the source and target languages 
is secondary. 

Dravyārthik samtulyatā (substantive equivalence), being a broader 
term than śabdārthik samtulyatā (semantic equivalence), therefore 

133 It may be added that the Hindi translation also employs the expression ‘the 
line of Lakṣmaṇ’ (lakṣmaṇrekhā) in a passage elsewhere when translating the 
English clause ‘the Rubicon was passed’; see JE, Ch. 7, and Sinhā, Jen Āyar, 
p. 66. The Rubicon sentence is omitted in Paṭel’s Gujarati abridged translation 
(Ch. 3, p. 16) and therefore has no correspondence. 
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comes to include not only literal translation but also abridged 
translation and even adaptation. The breadth of the concept tallies 
with the great variety of translational practices that are observable in 
the long history of translation in classical and modern Indian sources. 
An adaptation, such as the film Saṅgdil, or an abridged translation, 
such as Paṭel’s Gujarati version, is no less substantively equivalent to 
Jane Eyre than is the Hindi or Kannada literal translation, given that 
they similarly coalesce in the dravya (substance) Jane Eyre, having 
qualities of janeeyreness. 

The notion of dravyārthik samtulyatā (substantive equivalence) 
has the potential to create a sense of continuity and consolidation 
between the classical and modern Indian practices of intertextuality 
and translation, without any need to dismiss certain forms of textual 
transformation, such as abridgement or gist translation, as being 
inferior or outright inadmissible. The very widespread Indian use of 
abridgement, which is so evident in the case of the modern Indian Jane 
Eyre renditions, is unsurprising when this contemporary translational 
practice is viewed historically in comparison to the common literary 
practices of textual adaptation and retelling within the classical 
Indian traditions. Summary, paraphrase, and reworking were more 
widespread writing styles in the classical traditions than literal word-
for-word translation. Hence, the textual expectations raised by the 
modern Indian term anuvād (translation) may differ somewhat from 
the assumptions invoked by the English term translation. 

The generic quality of substantive equivalence prompts the critical 
question of what the cognitive principle for distinguishing between 
the Indian phenomena of literal translation, abridged translation, and 
adaptation might be. Unpacking a universal notion of translation for 
the purpose of discerning its particulars necessitates recourse to a new 
theoretical criterion that would allow for setting these three distinct 
literary practices apart, without the drawback of misconstruing them 
as mutually exclusive counterparts. Avoiding the proclivity in the 
European tradition to treat adaptation, abridgement, and translation 
as diametrical opposites must be at the core of such a modus operandi, 
which in turn has to take advantage of a theoretical discourse outside 
the boundaries of occidental parameters. 

In the Indian context of poetics, such a criterion may be derived 
from the classical Indian theory of alaṃkāra (अलंकथार tropes), wherein 
the cognitive term dīpaka (िीपक illumination, epiphany) could serve as 
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a basis for proposing a contiguity between the three practices without 
asserting an opposition.

The dīpaka (epiphany) is a poetic element that triggers an 
understanding in the reader of the overall character and meaning 
of a text. According to the late seventh-century poetician Daṇḍin, the 
dīpaka takes the form of a hint or sign provided either at the outset, in 
the middle, or at the end of a work that causes the reader to understand 
what the given poem is about, for instance the topic of springtime.134 
Using such a cognitive principle, it will be argued that engaging the 
literary notion of dīpaka in translation theory makes it possible to 
distinguish between literal translation, abridged translation, and 
adaptation. 

A literal translation tends to signal its translational character from 
the very outset of the publication, for instance, by the fact that the 
title of the translation corresponds to that of a known work or that 
concrete paratextual statements are provided on the book cover or in 
the front matter naming the original author and the translator. These 
elements given already at the outset of the book can be understood as 
signs that trigger a dīpaka (epiphany) enabling the reader to identify 
the text at hand as a literal translation. 

Disregarding such hints at the start of the publication, the true 
character of an abridgement first becomes fully assessable towards 
the middle of the reading, when the reader is in a position to realise 
the full extent of the omissions and paraphrases in the rendering. 
Therefore, in the case of an abridged translation, the dīpaka (epiphany) 
arises only in the middle of the reading. 

Whether a work is an adaptation can be determined solely at 
the very completion of the reading or viewing, at which point the 
congruence of the parallels in the storylines between the adaptation 
and its source text as a whole becomes evident. On this assumption, 
with adaptations, the dīpaka (epiphany) arises at the end. 

These three types of observable signs of transformational 
configuration are tropes of dīpaka (epiphany) enabling the audience 
to realise a particular modality as being either literal translation, 
abridged translation, or adaptation. From a dravyārthik naya 

134 On the rhetorical figure dīpaka, see Daṇḍin, Kāvyādarśa, verses II.97–115; 
Sanskrit edition and English translation in John F. Eppling, ‘A Calculus of 
Creative Expression: The Central Chapter of Daṇḍin’s Kāvyādarśa’ (doctoral 
thesis, The University of Wisconsin, 1989), pp. 671–726.
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(substantive perspective), the three literary practices are similar 
with regard to being equal instantiations of a given literary work 
sharing substantive equivalence. From a paryāyārthik naya (modal 
perspective), they differ in terms of their internal tropological 
figuration of when and how the dīpaka (epiphany) arises and it is 
this difference that distinguishes the three translational practices. 
By regarding the three literary practices analogously as pariṇām 
(transformations), any irreconcilable dichotomy between equivalence 
and difference falls away and there need not be an opposition between 
translation, abridgement, and adaptation. 

Dīpaka (epiphany), being a cognition, is a state of consciousness. The 
tropological cognition of the dīpaka is what induces the consciousness 
of the reader to conceive of a relation between the source text and 
the translation in a moment of revelation or illumination. This 
translational consciousness135 is at once etic and emic.136 It is etic 
owing to the interlingual nature of that relation induced by perceiving 
a form of equivalence across cultures, while it is emic in as much as 
the consciousness is mythically enmeshed in an intralingual deep 
structure of the reader’s personal set of languages, which erects 
borders of heterolinguistic difference.137 

Through the synchronicity of these etic and emic aspects, the 
consciousness transcends the dichotomy of equivalence and difference. 
The outcome is a metonymic interplay of the source text and the 
translation, meeting at the sandhi (juncture), as it were, formed by the 
dīpaka cognition. Accordingly, the nature of a dīpaka cognition is to 
create a sandhi (juncture) that transforms the initially separate poetic 
elements into a perception of a then-unified literary substance. Seeing 

135 For a different use of the term ‘translational consciousness’, cf. Ganesh N. 
Devy, “Translation and Literary History: An Indian View”, in Post-Colonial 
Translation: Theory and Practice, ed. by Susan Bassnett and Harish Trivedi 
(London: Routledge, 1999), pp. 182–88 (184–85). 

136 For the anthropological distinction between etic and emic in literary theory, 
see Gunilla Lindberg-Wada, Literary History: Towards a Global Perspective 
(Berlin: de Gruyter, 2006), II, pp. 2–3. 

137 The word mythic is here to be understood in the tropological sense as 
propounded by Hayden White in a different context of historical writing being 
prefigured by a culturally-determined mythic consciousness; see Hayden 
White, “Interpretation in History”, in New Literary History, 4.2 (1973), 281–314 
(pp. 292–94); reprint in Hayden White, Tropics of Discourse: Essays in Cultural 
Criticism (Baltimore: Johns Hopkins University Press, 1978), pp. 51–80. On the 
notion of the heterolingual as a critical response to Jakobson’s concepts of 
interlingual and intralingual, see Sakai, Translation and Subjectivity, pp. 1–17. 
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the narrative transformation of janeeyreness in the given instance 
of Jane Eyre, whether it be translation, abridgement, or adaptation, 
thereby offers a pathway to a consolidated theory of translation. 

Works Cited
For the translations of Jane Eyre referred to, please see the List of 
Translations at the end of this book. 

Ahad, Salma, ‘English Studies in Kashmir: An Examination of the Relationship 
between Undergraduate English Courses and Literary Studies in English 
at the M. A. Level’ (doctoral thesis, University of Kashmir, 2002).

Amarmuni, Śrīcand Surānā, and Rājkumār Jain, Sacitra Antakr̥ddaśā sūtra: 
mūl pāṭh, Hindī-Aṅgrejī bhāvānuvād tathā vivecan sahit (viśoṣ pariśiṣṭa, 
Antakr̥ddaśā mahimā) (Delhi: Padma Prakāśan, 1999).

Appātturai, K., Jēn Ayar: Ulakap pukal̲ per̲r̲a nāval (Tirunelvēli: Tirunelvēlit 
Ten̲n̲intiya Cavacittānta Nūr̲patippuk Kal̲akam, 1953; Chennai: Cāratā 
Māṇikkam Patippakam, reprint 2003). 

Azim, Firdous, The Colonial Rise of the Novel: From Aphra Behn to Charlotte 
Bronte (London: Routledge, 1993).

Banerjee, Shukla, ‘Portrait of Women in the Novels of Charlotte Brontë’ 
(doctoral thesis, Pt. Ravishankar Shukla University, 2014).

Barthes, Roland, ‘From Work to Text’, in The Rustle of Language, trans. by 
Richard Howard (New York: Hill and Wang, 1986), pp. 56–64.

Barua, Deetimali, ‘The Victorian Family: An Analysis of the Role of the Family 
in the Victorian Novel with Special Reference to the Brontë Sisters’ 
(doctoral thesis, Gauhati University, 2006).

Baruwā, Subhadrā, Jen Āẏār (Guwahati: Pūrbāñcal Prakāś, 1999).

Bassnett, Susan and Harish Trivedi (eds.), Post-Colonial Translation: Theory 
and Practice (London: Routledge, 1999).

Begam, Surāiyā Ākhtār, Jen Āẏār (Dhaka: Muktadhārā, 1977).

Berman, Antoine, L’épreuve de l’étranger: Culture et traduction dans 
l’Allemande romantique (Paris: Gallimard, 1984).

Bhardwaj, Abhinav, ‘Echoes of Jane Eyre in the Novels of Margaret Atwood’, 
Contemporary Literary Review India, 7.2 (2020), 1–11.

Brontë, Charlotte (penname Currer Bell), Jane Eyre: An Autobiography, first 
edition 1847, 3 vols (London: Smith, Elder, and Co., 1847; London: Service 
& Paton, reprint 1897). The citations given in the article are to the 1897 
reprint, with its standard chapter numbers common to the single-volume 
editions of the novel. 

Brough, John, The Gandhari Dhammapada (Delhi: Motilal Banarsidass 
Publishers, 2001).



 1751. Jane, Come with Me to India

Bunyan, John, The Pilgrim’s Progress from This World, to That Which Is to 
Come, edn by Roger Sharrock and J. B. Wharey (Oxford: Oxford University 
Press, 1975 (1678)).

Caudhurī, Kabīr, Jen Āẏār: Saṃkṣepit o rūpāntarit (Dhaka: Muktadhārā, 1990).

Caudhurī, Sālēhā, Śārlaṭ Branṭi: Jen Āẏār (Dhaka: Uttaraṇ, 2019). 

Ceṟiyān, Sāṟa Dīpa, Jeyn Eyar: Jane Eyre: Charlotte Brontë (Kothamangalam: 
Saikataṃ Buks, 2020). 

Chakravarti, Uma, ‘The Development of the Sita Myth: A Case Study of 
Women in Myth and Literature’, Samaya Shakti: A Journal of Women’s 
Studies, 1 (1983), 68–75.

Chaudhuri, Sukanta, Translation and Understanding (New Delhi: Oxford 
University Press, 1999).

De Clercq, Eva, ‘Paümacariẏa—Padmacarita—Paümacariu: The Jain 
Rāmāyaṇa-Purāṇa’, in Epics, Khilas, and Purāṇas: Continuities and 
Ruptures, ed. by Petteri Koskikallio under the general editorship of Mislav 
Ježić (Zagreb: Croatian Academy of Sciences and Arts, 2005), pp. 597–608.

Cort, John E., ‘Making It Vernacular in Agra: The Practice of Translation by 
Seventeenth-Century Jains’, in Tellings and Texts: Music, Literature and 
Performance in North India, ed. by Francesca Orsini and Katherine Butler 
Schofield (Cambridge: Open Book Publishers, 2015), pp. 61–105,  
https://doi.org/10.11647/obp.0062.12

Cunningham, Valentine, ‘“God and Nature Intended You for a Missionary’s 
Wife”: Mary Hill, Jane Eyre and Other Missionary Women in the 1840s,’ 
in Women and Missions: Past and Present, ed. by Fiona Bowie, Deborah 
Kirkwood, and Shirley Ardener (New York: Routledge, 1993), pp. 85–105.

Dēvi, Nīḷā, Bēḍi Bandavaḷu (Mysuru: Mōhana Prakāśana, 1959).

Devy, Ganesh N., In Another Tongue: Essays on Indian English Literature 
(Frankfurt am Main: Peter Lang, 1993), pp. 117–18.

——, ‘Translation and Literary History: An Indian View,’ in Post-Colonial 
Translation: Theory and Practice, ed. by Susan Bassnett and Harish Trivedi 
(London: Routledge, 1999), pp. 182–88.

Elizabeth, Deepika, ‘Re-Visioning Women’s Writing: A Study of George Eliot’s 
The Mill on the Floss and Charlotte Brontë’s Jane Eyre’ (doctoral thesis, 
University of Madras, 2015).

Emmerich, Karen, Literary Translation and the Making of Originals (New 
York: Bloomsbury, 2017), https://doi.org/10.1093/fmls/cqy033

Eppling, John F., ‘A Calculus of Creative Expression: The Central Chapter of 
Daṇḍin’s Kāvyādarśa’ (doctoral thesis, The University of Wisconsin, 1989).

Esposito, Anna Aurelia, ‘The South Indian Drama Manuscripts’, in Aspects of 
Manuscript Culture in South India, ed. by Saraju Rath (Leiden: Brill, 2012), 
pp. 81–97, https://doi.org/10.1163/9789004223479

Evison, Gillian, ‘The Orientalist, his Institute and the Empire: The Rise and 
Subsequent Decline of Oxford University’s Indian Institute’ (Oxford 

https://doi.org/10.11647/obp.0062.12
https://doi.org/10.1093/fmls/cqy033
https://doi.org/10.1163/9789004223479


176 Prismatic Jane Eyre

University, 2004),  
https://www.bodleian.ox.ac.uk/__data/assets/pdf_file/0009/27774/
indianinstitutehistory.pdf

Feeney, Denis, Beyond Greek: The Beginnings of Latin Literature (Cambridge, 
MA: Harvard University Press, 2016),  
https://doi.org/10.4159/9780674496026

Freytag, Gustav, Die Technik des Dramas (Leipzig: S. Hirzel, 1863).

Friedlander, Peter G., ‘Before Translation?’, in Translation in Asia: Theories, 
Practices, Histories, ed. by Ronit Ricci and Jan van der Putten (Manchester: 
St Jerome Publishing, 2011), pp. 45–56,  
https://doi.org/10.4324/9781315760117

Funayama, Tōru (船山 徹), ‘Masquerading as Translation: Examples of 
Chinese Lectures by Indian Scholar-Monks in the Six Dynasties Period’, 
Asia Major, 19 (2006), 39–55.

Gaston, Anne-Marie, ‘Dance and the Hindu Woman: Bharatanāṭyam 
Re-Ritualized’, in Roles and Rituals for Hindu Women, ed. by Julia Leslie 
(Rutherford: Fairleigh Dickinson University Press, 1991), pp. 149–71.

Ghosh, Kalyani, ‘Charlotte Brontë: A Re-Assessment’ (doctoral thesis, 
University of Burdwan, 1991). Revised edition: Kalyani Ghosh, The Novels 
of Charlotte Brontë: A Reassessment (Kolkata: Papyrus Publishers, 2003).

——, ‘Satire in Charlotte Bronte’s Shirley’, Punjab Journal of English Studies 
(1995). 

——, ‘The Last Fragments of Charlotte Bronte: Some Inconclusive 
Conclusions’, Dibrugarh University Journal of English Studies, 12 (1996–
1997), 77–84. 

——, ‘The Poetry of Anne Bronte’, Pegassus (Kolkata, 2010). 

——, ‘Romanticism with a Difference: Anne Bronte’s The Tenant of Wildfell 
Hall’, Heteroglossia (2014).

Ghosh, Manomohan, The Naṭyaśāstra: A Treatise on Hindu Dramaturgy and 
Histrionics ascribed to Bharata-Muni, 2 vols (Kolkata: The Royal Asiatic 
Society of Bengal, 1950–1961).

Gilbert, Sandra and Susan Gubar, The Mad Woman in the Attic: The Woman 
Writer and Nineteenth-Century Literary Imagination (New Haven: Yale 
University Press, 1979).

Goldstücker, Theodor, A Dictionary, Sanskrit and English, Extended and 
Improved from the Second Edition of the Dictionary of Professor H. H. 
Wilson with His Sanction and Concurrence (Berlin: A. Asher & Co., 1856).

Gombrich, Richard, On Being Sanskritic: A Plea for Civilized Study and the 
Study of Civilization (Oxford: Clarendon Press, 1977).

Gopinathan, G., ‘Ancient Indian Theories of Translation: A Reconstruction’, 
in Beyond the Western Tradition: Essays on Translation outside Standard 
European Languages, ed. by Marilyn Gaddis Rose (Binghamton: State 
University of New York, 2000), pp. 165–73.

https://www.bodleian.ox.ac.uk/__data/assets/pdf_file/0009/27774/indianinstitutehistory.pdf
https://www.bodleian.ox.ac.uk/__data/assets/pdf_file/0009/27774/indianinstitutehistory.pdf
https://doi.org/10.4159/9780674496026
https://doi.org/10.4324/9781315760117


 1771. Jane, Come with Me to India

——, ‘Translation, Transcreation and Culture: Theories of Translation in 
Indian Languages’, in Translating Others, ed. by Theo Hermans, 2 vols 
(New York: Routledge, 2014), I, pp. 236–46,  
https://doi.org/10.4324/9781315759869

Goswami, Debarati, ‘Charlotte Bronte’s “Imagined” Indianness: Homogenized 
Othering as a Mimetic Response in Jane Eyre’, Rupkatha Journal on 
Interdisciplinary Studies in Humanities, 7 (2015), 114–22.

Guari, Vishwanathan, Masks of Conquest: Literary Study and British Rule in 
India (Oxford: Oxford University Press, 1989).

Havely, Cicely, A Marble Column, published independently, 2019.

Hazra, Aparajita, ‘Elements of the Gothic in the Brontes’ (doctoral thesis, 
University of Burdwan, 2004).

Hosāhin, Khurram, Śārlaṭ Branṭi: Jen Āẏār (Dhaka: Phrēnḍs Buk Karṇār, 
2011).

Hosen, Kājī Śāhnūr, Kiśor klāsik: Jen Āẏār, Liṭl Uimen, Bhyāniṭi Pheẏār 
(Dhaka: Sebā Prakāśanī, 2006). 

Hosen, Muhaḥ Jākir, Śārlaṭ Branṭi pāṭhaknandit ō śilpottīrṇa upanyās: Jen 
Āẏār (Dhaka: Biśbasāhitya Bhaban, 2018). 

d’Hubert, Thibaut, ‘Ālāol’ and ‘‘Abd al-Ḥakīm’, in the Encyclopedia of Islam, 
3rd edn, ed. by K. Fleet, G. Krämer, D. Matringe, J. Nawas, and E. Robson 
(Leiden: Brill, 2013), III.

Jain, Mukhtār Ratancand, Śrīmaddevasenācāryaviracitā Ālāpapaddhati 
aparanāma dravyānuyogapraveśikā (Saharanpur, U. P.: Prācīn Ārṣ 
Granthāyatan, 1940; reprint 2003).

Jakobson, Roman, ‘On Linguistic Aspects of Translation’, in On Translation, 
ed. by Reuben A. Brower et al. (Cambridge, MA: Harvard University Press, 
1959), pp. 232–39.

Janaki, B., ‘The Variegated Voices: Feminine Consciousness in Selected Novels 
of Jane Austen, Charlotte Brontë and Anita Brookner’ (doctoral thesis, 
Dayalbagh Educational Institute, 2008).

Jauhari, Seema, ‘Female Self Assertiveness: A Study in the Novels of Charlotte 
Brontë, Emily Brontë, and George Eliot’ (doctoral thesis, Chhatrapati 
Shahu Ji Maharaj University, 1992).

JE: see Brontë, Charlotte, Jane Eyre. 

Johnson, Samuel, A Dictionary of the English Language, 2 vols (London: 
Knapton, Longman, Hitch, Hawes, Millar, & Dodsley, 1755).

Kākaḍiyā, Manasukh, Veīkphīlḍano bhalo pādrī, Bicārī Anāth Chokarī 
(Ahmedabad: Bālvinod Prakāśan, 2009). 

Kavi, M. Ramakrishna, Nāṭyaśāstra of Bharatamuni with the Commentary 
Abhinavabhāratī by Abhinavaguptācārya, 4 vols, 2nd revised edn, ed. by V. 
M. Kulkarni and Tapasvi Nandi (Vadodara: Oriental Institute, 2003).

https://doi.org/10.4324/9781315759869


178 Prismatic Jane Eyre

Kersenboom, Saskia C., ‘The Traditional Repertoire of the Tiruttaṇi Temple 
Dancers’, in Roles and Rituals for Hindu Women, ed. by Julia Leslie 
(Rutherford: Fairleigh Dickinson University Press, 1991), pp. 131–47. 

Kosambi, D. D., ‘Notes on the Kandahar Edict of Asoka’, Journal of the 
Economic and Social History of the Orient, 2 (1959), 204–6.

Kragh, Ulrich Timme, ‘Appropriation and Assertion of the Female Self: 
Materials for the Study of the Female Tantric Master Lakṣmī of Uḍḍiyāna’, 
Journal of Feminist Studies in Religion, 27 (2011), 85–108.

Kumar, T. Vijay, ‘Translation as Negotiation: The Making of Telugu Language 
and Literature’, in History of Translation in India, ed. by Tariq Khan et 
al. (Mysuru: National Translation Mission, Central Institute of Indian 
Languages, 2017), pp. 13–32, https://doi.org/10.46623/tt/2019.si1

Lahiri, Sharmita, ‘Jane Eyre: A Unique Vision of Feminism’, The Atlantic 
Literary Review, 12 (2014), 15–26.

Lal, P., Transcreation: Two Essays (Kolkata: Writers Workshop, 1972).

Leslie, Julia, ‘Suttee or Satī: Victim or Victor’, in Roles and Rituals for Hindu 
Women, ed. by Julia Leslie (Rutherford: Fairleigh Dickinson University 
Press, 1991), pp. 175–91.

Lindberg-Wada, Gunilla, Literary History: Towards a Global Perspective 
(Berlin: de Gruyter, 2006), II, “Literary Genres: An Intercultural 
Approach,” https://doi.org/10.1515/9783110894110

Liu, Lydia H., Translingual Practice: Literature, National Culture, and 
Translated Modernity: China, 1900–1937 (Stanford: Stanford University 
Press, 1995).

Lock, Charles, ‘Why Novels Are Not Written in Prose’, Ink, 2 (Copenhagen: 
University of Copenhagen, Department of English, Germanic and 
Romance Studies, 2010), 14–16.

Loomba, Ania, (2015): Colonialism/Postcolonialism (New York: Routledge, 3rd 
edn, 2015), https://doi.org/10.4324/9781315751245

MacDonald, Anne, In Clear Words: The Prasannapadā, Chapter One, 2 vols. 
(Vienna: Verlag der Österreichischen Akademie der Wissenshaften, 
Philosophisch-Historische Klasse Sitzungsberichte, 2015), 863. Band, 
https://doi.org/10.2307/j.ctt1zctspn

Mack, Peter, A History of Renaissance Rhetoric 1380–1620 (Oxford: Oxford 
University Press, 2011),  
https://doi.org/10.1093/acprof:osobl/9780199597284.001.0001

Mādhava, Śyāmalā, Jēn Air (Bengaluru: Tēju Pablikēṣans, 2014).

Malik, Ramesh C. and Panchanan Mohanty, ‘History of Odia Translations 
(1803–1936): A Bottom-up Approach’, in History of Translation in India, 
ed. by Tariq Khan et al. (Mysuru: National Translation Mission, Central 
Institute of Indian Languages, 2017), pp. 33–100,  
https://doi.org/10.46623/tt/2019.si1

https://doi.org/10.46623/tt/2019.si1
https://doi.org/10.1515/9783110894110
https://doi.org/10.4324/9781315751245
https://doi.org/10.2307/j.ctt1zctspn
https://doi.org/10.1093/acprof:osobl/9780199597284.001.0001
https://doi.org/10.46623/tt/2019.si1


 1791. Jane, Come with Me to India

Mandal, Partha Sarathi, Preyona Bhowmik, and Debojyoti Roy, ‘Jane Eyre 
and its Heteroglossia, Colonialism, Class Struggle, Racial Otherness and 
the Significance of the British Empire’, International Journal of English, 
Literature and Social Sciences, 5 (2020), 190–203.

Manger, Sudesh, ‘History of English Translations and Its Influence on 
Nepali Literature’, in History of Translation in India, ed. by Tariq Khan 
et al. (Mysuru: National Translation Mission, Central Institute of Indian 
Languages, 2017), pp. 371–412, https://doi.org/10.46623/tt/2019.si1

Matthews, David John, ‘Dakanī Language and Literature: 1500–1700 A. D.’ 
(doctoral thesis, School of Oriental and African Studies, University of 
London, 1976).

Mayhew, Arthur, Christianity and the Government of India: An Examination 
of the Christian Forces at Work in the Administration of India and of 
the Mutual Relations of the British Government and Christian Missions 
1600–1920 (London: Faber & Gwyer Limited, 1929).

Mendonca, Brian M., ‘Irrationality in the Novels of Ann Radcliffe and 
Charlotte Brontë’ (doctoral thesis, Central Institute of English and Foreign 
Languages, 1997).

Meyer, Susan L., ‘Colonialism and the Figurative Strategy of Jane Eyre’, 
Victorian Studies, 33 (1990), 247–68.

——, ‘“Indian Ink”: Colonialism and the Figurative Strategy of Jane Eyre’, in 
Susan L. Meyer, Imperialism at Home: Race and Victorian Women’s Fiction 
(Ithaca: Cornell University Press, 1996), pp. 60–95; reprint in Harold 
Bloom, Charlotte Brontë’s Jane Eyre (New York: Chelsea House, 2007), 
pp. 43–74.

Nabi, Papiya, ‘From Texts to Films: Adaptations of Pride and Prejudice, Jane 
Eyre and Great Gatsby across the 20th and the 21st Centuries’ (master’s 
thesis, BRAC University, Bangladesh, 2016).

Nagi, Ahmed Taher Abdu, ‘Victorian Gentlemen and the Concept of 
Masculinity in the Novels of Charlotte Bronte and Jane Austen’ (doctoral 
thesis, Swami Ramanand Teerth Marathwada University, 2016).

Nandi, Ratna (Guha Mustaphi), ‘Narrativizing Female Consciousness: 
Re-Reading the Fictional Texts of the Brontë Sisters’ (doctoral thesis, 
University of Calcutta, 2008).

Nattier, Jan, A Guide to the Earliest Buddhist Translations: Texts from Eastern 
Han 東漢 and Three Kingdoms 三國 Periods (Tokyo: The International 
Research Institute for Advanced Buddhology, Soka University, 2008).

Nāyar, Yōgācārya En Gōvindan, Ṣārlaṟṟ Brōṇṭi: Jeyn Eyar (Kottayam: Ḍi Si 
Buks, 1983; 4th reprint, 2015).

Nīl, Dhrub, Śārlaṭ Branṭi: Jen Āẏār (Dhaka: Pāñjērī Pāblikēśans, 2010). 

Norman, K. R., A Philological Approach to Buddhism: The Bukkyō Dendō 
Kyōkai Lectures 1994 (London: School of Oriental and African Studies, 
University of London, 1997).

https://doi.org/10.46623/tt/2019.si1


180 Prismatic Jane Eyre

Obrock, Luther, ‘Śrīvara’s Kathākautuka: Cosmology, Translation, and the 
Life of a Text in Sultanate Kashmir’, in Jāmī in Regional Contexts: The 
Reception of ‘Abd al-Raḥmān Jāmī’s Works in the Islamicate World, ca. 
9th/15th-14th/20th Century, ed. by Thibaut d’Hubert and Alexandre Papas 
(Leiden: Brill, 2019), pp. 752–76, https://doi.org/10.1163/9789004386600

Orsini, Francesca, ‘Poetic Traffic in a Multilingual Literary Culture: 
Equivalence, Parallel Aesthetics, and Language-Stretching in North India’, 
in Prismatic Translation, ed. by Matthew Reynolds (Oxford: Legenda, 
2019), pp. 51–71, https://doi.org/10.2307/j.ctv16km05j

Pandit, Maya, ‘History of Translation Culture in Nineteenth Century 
Maharashtra: An Exercise in Colonial Cultural Politics’, in History 
of Translation in India, ed. by Tariq Khan et al. (Mysuru: National 
Translation Mission, Central Institute of Indian Languages, 2017),  
pp. 135–59, https://doi.org/10.46623/tt/2019.si1

Parashar, Sangeeta, ‘“Not Fit to Associate with Me”: Contradictions of Race, 
Class, and Gender in Charlotte Brontë’s Jane Eyre’ (master’s thesis, Iowa 
State University, 1999).

Paṭel, Hansā C., Śārloṭ Bronṭe kṛt Jen Eyar (Ahmedabad: Navbhārat Sāhitya 
Mandir, 1993). 

Pines, Shlomo and Tuvia Gelblum, ‘Al-Bīrūnī’s Arabic Version of Patañjali’s 
Yogasūtra: A Translation of his First Chapter and a Comparison with 
Related Sanskrit Texts’, Bulletin of the School of Oriental and African 
Studies, 29 (1966), 302–25.

——, ‘Al-Bīrūni’s Arabic Version of Patañjali’s Yogasūtra: A Translation of 
the Second Chapter and a Comparison with Related Texts’, Bulletin of the 
School of Oriental and African Studies, 40 (1977), 522–49.

——, ‘Al-Bīrūni’s Arabic Version of Patañjali’s Yogasūtra: A Translation of the 
Third Chapter and a Comparison with Related Texts’, Bulletin of the School 
of Oriental and African Studies, 46 (1983), 258–304.

——, ‘Al-Bīrūni’s Arabic Version of Patañjali’s Yogasūtra: A Translation of 
the Fourth Chapter and a Comparison with Related Texts’, Bulletin of the 
School of Oriental and African Studies, 52 (1989), 265–305.

Pollock, Sheldon, The Language of the Gods in the World of Men: Sanskrit, 
Culture, and Power in Premodern India (Berkeley: University of California 
Press, 2006), https://doi.org/10.1525/9780520932029

Rāhā, Sudhīndranāth, Jen Āẏār (Kolkata: Dev Sāhitya Kuṭīr Prāibheṭ Limiṭeḍ, 
1991). 

Ramachandran, C. N. and B. A. Viveka Rai, Classical Kannada Poetry and 
Prose: A Reader (Hampi: Prasaranga Kannada University, 2015).

Reynolds, Matthew, The Poetry of Translation: From Chaucer & Petrarch to 
Homer & Logue (Oxford: Oxford University Press, 2011). 

——, Translation: A Very Short Introduction (Oxford: Oxford University Press, 
2016), https://doi.org/10.1093/actrade/9780198712114.001.0001

——, (ed.), Prismatic Translation (Cambridge: Legenda, 2019),  
https://doi.org/10.2307/j.ctv16km05j

https://doi.org/10.1163/9789004386600
https://doi.org/10.2307/j.ctv16km05j
https://doi.org/10.46623/tt/2019.si1
https://doi.org/10.1525/9780520932029
https://doi.org/10.1093/actrade/9780198712114.001.0001
https://doi.org/10.2307/j.ctv16km05j


 1811. Jane, Come with Me to India

Ricci, Ronit, Islam Translated: Literature, Conversion, and the Arab Cosmopolis 
of South and Southeast Asia (Chicago: The University of Chicago Press, 2011), 
https://doi.org/10.7208/chicago/9780226710907.001.0001

Richman, Paula (ed.), Many Rāmāyaṇas: The Diversity of a Narrative Tradition 
in South Asia (Berkeley: University of California Press, 1991).

Rutter, Gordon, ‘Fairy Rings’, Field Mycology, 3.2 (2002), 56–60. 

Sakai, Naoki, Translation and Subjectivity: On Japan and Cultural Nationalism 
(Minneapolis: University of Minnesota Press, 1997).

——, ‘Translation’, in Theory, Culture & Society, 23 (2006), 71–86.

Sarvipour, Sonia, ‘Aspects of Feminism in the Bronte Sisters’ Novels’ (doctoral 
thesis, Savitribai Phule Pune University, 2011).

de Saussure, Ferdinand, Course in General Linguistics, trans. by Wade Baskin, 
3rd edn (New York: McGraw-Hill Book Company, 1959).

Scherrer-Schaub, Cristina, ‘Translation, Transmission, Tradition: Suggestions 
from Ninth-Century Tibet’, Journal of Indian Philosophy, 27 (1999), 67–77.

Seetharamaiah, M. V. (ed.), Śrīnṛpatuṅgadēvānumatamappa Śrīvijayakṛta 
Kavirājamārgam (Bengaluru: Kannaḍa Sāhitya Pariṣattu, 2015). 

Sherwood, Mary Martha, The Indian Pilgrim; or, The Progress of the Pilgrim 
Nazareenee (Formerly Called Goonah Purist, or the Slave of Sin,) from the 
City of the Wrath of God to the City of Mount Zion. Delivered under the 
Similitude of a Dream (Wellington, Salop: F. Houlston and Son, 1818).

Showalter, Elaine, A Literature of Their Own: British Women Novelists from 
Brontë to Lessing (Princeton: Princeton University Press, 1977).

Silver, Carole G., ‘Fairies and Elves: Motifs F200–F399’, in Archetypes and 
Motifs in Folklore and Literature, ed. by Jane Garry & Hasan El-Shamy 
(Armonk, New York: M. E. Sharpe, 2005), pp. 203–9,  
https://doi.org/10.4324/9781315097121

Singh, Jitendra, ‘The Novels of Bronte Sisters: A Study in the Theme of 
Feminism’ (doctoral thesis, Chhatrapati Shahu Ji Maharaj University, 
2002).

Singh, S. N., Charlotte Bronte: A Thematic Study of Her Novels (Delhi: Mittal 
Publications, 1987).

Sinhā, Vidyā, Jen Āyar (New Delhi: Rājkamal Prakāśan Pvt. Ltd, 2002).

Sogāṇī, Kamal Cand and Śakuntalā Jain, Ācārya Kundkund-racit Samayasār, 5 
vols. (Jaipur: Apabhraṃśa Sāhitya Akādamī, 2015–2016).

Soma, Nirmmalā Bālā, Sarlā (Calcutta: Gupta, Mukherjee & Company’s Press, 
1914).

Spivak, Gayatri Chakravorty, ‘Three Women’s Texts and a Critique of 
Imperialism’, Critical Inquiry, 12 (1985), 243–61; reprint in Feminisms: An 
Anthology of Literary Theory and Criticism, ed. by Robyn R. Warhal and 
Diane Price Hernal (Hampshire: Macmillan Press, 1997), pp. 896–912.

https://doi.org/10.7208/chicago/9780226710907.001.0001
https://doi.org/10.4324/9781315097121


182 Prismatic Jane Eyre

Stasik, Danuta, The Infinite Story: Past and Present of the Rāmāyaṇas in Hindi 
(New Delhi: Manohar, 2009).

——, ‘A (Thin) Boundary Not to Be Crossed, or Lakṣmaṇ-rekhā’, Cracow 
Indological Studies, 21 (2019), 207–24.

Sundaram, R. V. S. and Deven M. Patel, Kāvirājamārgaṃ: The Way of the King 
of Poets (New Delhi: Manohar, 2017).

Svendsen, Erik, ‘Genre and Adaptation in Motion’, in Genre And …, ed. 
by Sune Auken, Palle Schantz Lauridsen, & Anders Juhl Rasmussen, 
Copenhagen Studies in Genre (Copenhagen: Ekbátana, 2015), II, 
pp. 221–50.

Taylor, McComas, The Fall of the Indigo Jackal: The Discourse of Division and 
Pūrṇabhadra’s Pañcatantra (Albany: State University of New York Press, 
2007).

Trivedi, Harish, ‘In Our Own Time, on Our Own Terms: “Translation” in 
India’, in Translating Others, ed. by Theo Hermans, 2 vols (New York: 
Routledge, 2014), I, pp. 102–19, https://doi.org/10.4324/9781315759869

——, ‘Translation in India: A Curious History’, in The Book Review, 42.2 (2018).

Ūberāi, Kesar Siṅgh, Sarvetam viśva mārit Jen Āir (Patiala: Bhāṣā Vibhāg, 
1981).

Varma, Devendra P., The Gothic Flame, being a History of the Gothic Novel in 
England: Its Origins, Efflorescence, Disintegration, and Residuary Influences 
(London: Arthur Barker, 1957).

Vemsani, Lavanya, Feminine Journeys of the Mahabharata: Hindu Women in 
History, Text, and Practice (Cham, Switzerland: Palgrave Macmillan, 2021), 
https://doi.org/10.1007/978-3-030-73165-6

Venkatachala Sastry, T. V., Pampa Sampuṭa Ādipurāṇa, Vikramārjuna Vijaya 
(Hampi: Prasaranga Kannada University, 2006).

White, Hayden, “Interpretation in History,” in New Literary History, 4.2 
(1973), 281–314; reprint in Hayden White, Tropics of Discourse: Essays 
in Cultural Criticism (Baltimore: Johns Hopkins University Press, 1978), 
pp. 51–80.

Wilkins, Charles, Bhagvat-geeta, or Dialogues of Kreeshna and Arjoon 
(London: Nourse, 1785).

——, The Heetopades of Veeshnoo-Sarma, in a Series of Connected Fables, 
Interspersed with Moral, Prudential and Political Maxims (London: Nourse, 
1787).

Willis, Rachel, ‘“A Man is Nothing without the Spice of the Devil in him”: 
Jane Eyre and Edward Rochester Navigate an Imperially-Inscribed 
Masculinity’, Otherness: Essays and Studies, 6 (2018), 244–59.

Zydenbos, Robert J., A Manual of Modern Kannada (Heidelberg: Cross-Asia 
Ebooks, 2020).

https://doi.org/10.4324/9781315759869
https://doi.org/10.1007/978-3-030-73165-6



